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Abstract 
Site-specific interventions in contemporary art are still a relatively new area of study. The 
relevant disciplines include site-specific art, cyberspace, new media art and 
interdisciplinary art, and installation art. In addition to practical experimentation the work 
draws upon literature and practice from these disciplines in order to create a theoretical 
framework. In response to the emerging practical and theoretical framework, site-specific 
installation works were created in contrasting locations that presented both internal and 
outdoor spaces. The frameworks created through theoretical investigation have been used 
to analyse both the creative process and the art work itself in relation to both physical 
space and cyberspace. 
An experimental art method approach was used in order to gain a deeper understanding of 
the issues relating to spatial concepts. The analysis uses a wide range of documentary 
material such as video and photographic recording, as well as the visual interpretation of 
the art work through exhibition and creative practices. 
This investigation explored site-specificity in both physical and virtual space in three 
distinct parts; projects in physical and virtual site-specificity, projects in physical site 
specificity, and Net art projects. These projects have been analysed from the perspective 
of spatial concepts theories and Zen philosophy within the framework provided by the four 
elements - space, time, media and practice. This research examined the value of 
site-specificity in both physical and virtual sites through the results of the creation of art 
work in `interdisciplinary art'. This led to the principal conclusion from this research: namely, 
that physical sites can be duplicated and documented by using emerging digital 
technology and then be transmitted as a particular mix of physical and virtual sites using 
the Internet as a medium. 
This research is an exploration of the under-examined area of site-specificity within 
contemporary art. 
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Chapter 1 Introduction 
The truth of the matter is that we see with different eyes at different times. 
We see things one way in the morning and another in the evening, and the 
way we view things also depends on the mood we are in. That is why one 
subject can be seen in so many ways and that is what makes art so 
interesting (Edvard Munch, 1981). 
1.1 Preamble 
This chapter begins by introducing the context and aims of this research, the 
research questions it addresses, the methodology and outline of the thesis. This 
is followed by a brief overview of site-specificity in both physical and virtual sites. 
This chapter contextualises the thesis through an introduction to the central theme, 
to site-specific interventions, and to relevant historical work. 
The author proposes to situate this thesis within site-specific interventions set in 
the contemporary art of `practised space' in both physical and virtual sites, 
juxtaposing installation alongside the new genre of `site-specific art' and the Zen 
notion of aspect as practice; and seeing it as a medium allied with and paralleled 
by Net art and art that makes use of other current new media. In doing so, the 
thesis explores space, sites and interventions; in particular, site-specific 
installation of art works, involving both physical and virtual space within 
contemporary art. This is achieved through a combined exploration of practice 
and theory, and of practice as theory, thereby revealing the inherent structures 
and concepts of the enquiry as embedded in the practice itself. The process 
involves transforming places into theatrical spaces. Practical investigations into 
the creation of art works and performer/audience interpretation must, therefore, 
be combined with theoretical approaches. Existing theories and frameworks for 
art works are examined alongside the creation of an overview of the histories and 
traditions of site-specific art installation. 
1.2 Aims of Research 
Within this practical-based research the author attempts to differentiate two kinds 
of 'site-specificities' in order to examine the essence of `practised space'. 
These are: 
1. Physical space: site-specificity involving real space, with or without hybridity' 
2. Cyberspace: virtual space Internet site-specificity, works of Net art that could 
be called `digital land art'. 
In this context, `practised space' addresses daily life as a strategy but divides the 
art space into two kind of space - the virtual and the physical. Using new media 
art to present the author's art works, the author used new technological tools to 
explore the creation of works that have digital content and are used by networked 
communities. New media art is different from traditional media art, such as film, 
television, and photography. With regard to the technological aspect and its 
relationship with art work, virtual communities and space correspond to the 
changes of our new era. 
Combining the Zen notion with art practice yields the idea that `doing is knowing'. 
This is the core idea of this thesis and it is the method used by the author to 
create her art works. The author proposes that `to know' is the meaning of 
everyday life and in order to know the meaning it must be enacted every day, 
creating and making the art becomes a practice. Zen teaches that everyday 
practice is the method to be truly aware of life, which is similar to the author's 
theme - art as the practice of daily life. The art works are created through the 
process of continually practising and experimenting with a given result. 
I There are many types of hybrid spaces, which mix the real site and virtual images of the site at 
the same time, such as projection images merging with the real environment, or video art 
presenting the real spaces on the TV or plasma screen in the perception space which exists only 
in virtual reality. 
I 
1.3 Research Questions 
Key question: What is the relationship between physical and virtual sites in 
site-specificity? 
1. What are the implications for the physical site when it engages with the visual 
information received from the virtual world? 
2. What are the possibilities that open up when we consider the virtual site? 
3. How does the new genre of site-specific art challenge traditional notions of 
site-specific theatre, performance space, and presentation? 
4. How is the virtual site shaped by human intervention and what stories are told 
by the site? 
5. What form of dialogue will be developed between the virtual site and the 
physical site when creating within theatrical space? 
1.4. Methodology 
With the advent of video technology artists learned how to manipulate material 
using video-tape. But things are really different when it comes to the digital field, 
because creating video art in the digital age has forced artists to learn more from 
the technology than the technology has learnt from art e. 
Experimental Art Methodology 
Experimental art methodology refers to a studied and constantly questioned 
method within the arts, as opposed to a method merely applied (without thought). 
This process of studying the method and reassessing its effectiveness allows art 
to move on and change. It is not the thing itself but it is an essential part of the 
process. 
2 Perhaps too, the designers of Photoshop and other programmes do take into consideration what 
artists need, but artists also have to adapt to the parameters of the programmes. 
An experimental art methodology differs from a scientific methodology, insofar as 
the artist is not always pursuing the same goal as the scientist. In art it is not 
necessarily all about establishing the exact truth so much as making the most 
effective use of different media through which ideas, feelings, and perceptions 
can be communicated to a public. Sometimes, as in Conceptual Art, the 
preliminary process is the only part of the work which is exhibited, with no visible 
end result displayed. In such a case, the process of making art is being presented 
as more important than the destination. These kind of works question accepted 
concepts, such as that of having a tangible work of art as an end result. 
This research was undertaken from within a spatial practise perspective, where 
research and artwork responded to each other and yet were autonomous; they 
moved alongside each other as well as faced each other, touched, departed and 
intertwined. The task was to construct both parts of the thesis as a coherent whole; 
their directions interconnected in relation to the central question. 
Initially the author imagined the whole research process as circular. Thinking this 
way, the author began to map ideas, with routes in any direction, like a web or net. 
This was at first full of gaps and question marks and structural errors. Eventually it 
gave a sense of space and of being surrounded or held by the net of the research 
itself. 
The lack of a clearly defined outer parameter was both problematic and helpful. 
Not knowing how wide or how far the research questions might reach, the author 
was nonetheless able to locate and connect ideas loosely, by following thoughts 
and drawing mind maps. This non-linear research process was labour-intensive 
and slow. Finally, an outer parameter gradually emerged from many small 
accumulating links between numerous fragments. The author became practised 
at noting down trains of thought by photography or video recording (it was crucial 
to have documentation of the whole thought process), in response to the literature 
review and observing experimental art work. 
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Eventually the circular concept became limited; clusters were forming around 
questions and thoughts, unevenly filling out, taking shape. The author became 
preoccupied with the material expression of ideas, and with the internal structure 
of writing. The author investigated the proposed models for a methodology, in 
particular experimental art practice. The author recognised its logic and value and 
yet realized that its proposed methods addressed only partially and intermittently 
what actually took place in her research. The author's own diverse modes of 
working included searching for echoes in philosophical discourse that might 
suggest ways of thinking that are mobile and interconnected, and which could 
become models for a creative methodology. These philosophical concepts led to 
deep insight and were used to underpin the structure of the research, which was 
to do with explained meanings, attached to experiences: becoming clear about 
what was art resulted from questioning, visualising, and showing rather than 
explaining. 
Within this art practice, the author began with an introduction to new media as an 
art form based in production and contemporary media theory, including the 
production techniques, operation of the camcorder, photography, Internet and the 
fundamentals of live-action production, also a series of examples of spatial 
practice, readings, and discussions examine documentary, experimental, and 
other applications of the media arts in relation to contemporary art practice and 
such new genres as installation and performance. 
This thesis explores the experimental art method for creating art works. 
Prerequisites for this include understanding interdisciplinary art, performance, 
photography, conceptual art, video, site-specific installation, and other inter-media 
as a theoretical framework, and a concentration on production and analysis of 
site-specific art through screenings, readings, discussion, and critique. 
1.5 Outline of Thesis 
This introduction outlines the purpose of the research including aims of the 
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research, the research questions, and the methodological approaches taken to 
conduct this research, which indicate the relationship between the written and 
practical works of the submission. In chapters 2 to 5 the literature is reviewed. 
This establishes the theoretical background for the practical work which is 
involved. The body of practical works are presented and reviewed in chapter 6, 
and the thesis conclusions and contributions are presented in the final chapter. 
Chapter 1 introduces the purpose of the research and the aims and research 
question; discusses methodology and its suitability for this research. It identifies 
the novel approach and indicates how the artworks are related to this approach 
and how they have been evaluated. 
Chapter 2 explores a review of literature on a clear understanding of the identity 
of `place', `space' and `location' and now their essence forms part of the 
theoretical background of this thesis. 
Chapter 3 examines the issue of the comprehension of space in twentieth 
century art, and is an introduction to how twentieth century art is related to notions 
of space. Optical and perceptual themes are considered which compete with the 
historical conventions of representation and the interpretation of physical space. 
Chapter 4 explores the concept of `cyberspace', followed by firstly describing the 
origins of the term `cyberspace', and then offers a theoretical framework for a 
definition of cyberspace. The dual relations between physical space and 
cyberspace are addressed in order to examine the key question of the nature 
of 'practised space' in contemporary art and its division into two different kinds of 
`site-specificities'. 
Chapter 5 introduces the historical aspects of New Media art works, traces the 
major movements of visual culture from the 1960s onwards; this historical 
overview takes the classic form of firstly presenting the typology of installations in 
New Media art, and is followed by a discussion of the spatial aspect of 
installations. This historical review seeks to define the significance of 
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contemporary art and the cultural significance of image, media and technology to 
our era, which is also a relevant study for an important part of this contribution to 
the subject of contemporary art practice 
Chapter 6 concentrates on the author's own art practice, which includes a 
substantial analysis of the artwork submitted. The art works are each considered 
in relation to the research questions which have been answered through the 
process of producing them, and includes reflection on the research process and 
the insights gained through the process. 
Chapter 7 summarises the findings of this research and the supporting evidence, 
and suggests ways in which the study of site specificity might be further 
developed. 
1.6 The Definition of Site-Specific 
The word `site' is late Middle English deriving from either Anglo-Norman French or 
from the Latin `situs' meanings `local position'. The verb dates from the late 16th 
century: 3 
"... a site-specific work might articulate and define itself through properties, 
qualities or meanings produced in specific relationships between an 'object' 
or 'event' and a position it occupies. " 4 (Kaye Nick, 2000) 
The notions of the 'site' and 'site-specificity' are at the intersection where art is 
concerned with practice. At this juncture, the development of experimental art 
forms takes place and can be understood in terms of a process. In this process, 
the site-specific work can be said to be read by an audience through the 
environment, or meanings produced by specific relationships between an object 
3 "The New Shorter Oxford English Dictionary" Oxford: Clarendon Press, 1993. 
Kaye Nick, Site-specific Art: Performance, Place and Documentation, London: Routledge, 2000, 
p. 1. 
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or event and an original and fixed position relative to its site and location. 
These ideas have been articulated for three decades. Onians (1973) attempted 
the following definition of `site': 
`site': substantive. [... ] local position [... ] The place or position occupied by 
some specified thing. Frequently implying original or fixed position. 
`site': 1. transitive. To locate, to place. 2. intransitive. To be situated or 
placed. 5 
Some questions remain: Where exactly is the `site' referred to in `site-specific', a 
term frequently used in discussions of contemporary art. Yet what is the precise 
definition? 
T. J. Demos asks the question: 
"Is the `site' a geographical area which can be located on a map, or is its 
phenomenological experience, an institutional grid, a community formation, or 
a discursive network? "6 
The central accomplishment of Niwon Kwon's text is to explain how the different 
formulations have been advanced over the last few decades and have figured 
within recent art. In cogently argued historical and theoretical views it is 
suggested that to understand the way site-specificity operates it needs to be 
viewed within the context of post-Minimalist and neo-Conceptual artistic practices 
as well as in public art. Through this we gain a new critical point of view, clarified 
through its rich analysis, which suggests that there is a new paradigm of 
contemporary art to be found in site-specific art. 
1.6.1 Site-Specificity in Physical Space 
5 ibid. 
6 Demos T. J., Rethinking site-specificity, Art Journal, Summer, 2003, pp-98-100, p. 98. 
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Site-specificity first emerged in the late 1960s as a critical reaction to 'one place 
after another', a way to resist complicity with market forces that would reduce 
objects to mobile commodities floating through the idealist white cube of the 
gallery space. Artists like Richard Serra responded by grounding the sculptural 
object in the geography of its site, as in his 1981 'site-specific' sculpture Tilted Arc 
(Fig. 1-1). Offering a key definition of 'site-specific' work, Serra concluded simply 
and unequivocally that "To move the work is to destroy the work" (Serra 1994)'. 
To move the site-specific work is to re-place it, to make it something else. 
o .. ." 
"tl.. 
Fig. 1-1 "Tilted Arc", Richard Serra, 1981, sculpture, steel, New York City 
(dismantled). 
In its origins in the minimalist sculpture of the 1960s, site-specificity presents a 
challenge to notions of the `original' or 'fixed' location "problematising the 
relationship between work and site. "$ 
Let us begin with the debates revolving around minimalism. In his book 
(Site-Specific Art: Performance, Place and Documentation), Nick Kaye proposes 
that site-specificity links performance to visual art and architecture, in strategies 
which work against the assumptions and stabilities of site and location, and which 
offer a context of practices and concepts through which site-specific theatre can 
be read. This is articulated through inter-disciplinary practices connecting 
Kwon Miwon, One Place afterAnother: Notes on Site Specificity, October, Vol. 80, Spring, 1997, 
pp. 85-110, p. 85. 
8 Kaye Nick's book- Site-Specific Art: Performance, Place and Documentation, 2000, p. 2. 
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performance and place. Site-specificity should be associated with an underlying 
concept of `site', rather than with any given or particular kind of place or site. 
Therefore whether in urban and rural locations, where found and constructed 
environments are used, or in conventional galleries and theatres, "site-specific 
practices are identified with a working over of the production, definition and 
performance of `place"'. 9 
Moreover, the emphasis on performance sometimes might also be prompted by a 
reconsideration of the operation of language in relation to location and site. 
Indeed, where the location of the signifier may be read as being performed by the 
reader, then "the functioning of language provides an initial model for the 
performance of place. "10 
1.6.2 Site-Specificity in Cyberspace 
'Net art' could not exist anywhere but on the Net. It is completely dependent on it 
for its means of production, content, material, compositional elements, viewing 
context and mode of reception. Therefore `site-specificity' has a different meaning 
in cyberspace. We can identify site-specific art in general as the attempt to 
convert the situation into the artwork's literal content, thereby effecting the 
osmosis of art and life praxis by reference to the artwork's immediate situation. 
Site-specific art on the Net negotiates this boundary between life praxis and art by 
reference to the virtualised conditions of its context. On the other hand, the 
context provides and actualises the very informatic conditions which are 
transforming life praxis in relation to which art defines itself. By asking a simple 
question of where a site is or what comprises a site in virtual space, the answer 
may be that, presented with the disorienting sense of its disappearance, it is 
nowhere. Furthermore, Marc Auge's concept - the 'non-place' of the Net - forces 
us again to: 
9 ibid, p. 3. 
10 ibid. 
"'qualify the nature of the space in order to be able to address, for example, 
how one acts and precipitates actions, forms social ties, collaborates with 
others, negotiates distances, subverts behaviour, creates disruptions or 
diversions, psychologises spaces and so on. What seems to inflect all these 
questions is how, when one attempts to pin down the nature of site on the Net, 
it dissolves into a set of processes occurring simultaneously at different 
points in virtual and geographical space. Rather than resembling a fixed 
territory with a relatively stable topography, site appears as multiple as the 
practices which animate it. "" 
But despite the difficulty of defining site, it can still be characterised in very 
specific terms. Net artists attempt to specify it as an immaterial, disorienting yet 
cohesive space. 
1.6.3 Summary 
In all the discussion of physical space and cyberspace in site-specificity given 
above, it is, however, still difficult to define this huge subject of site-specificity. 
Artists such as Marcel Broodthaers, Daniel Buren, Hans Haacke, Robert 
Smithson, and Mierle Laderman Ukeles consequently investigated the 
institutional frame of the gallery as intersecting with larger cultural and economic 
forces, inaugurating `institutional site-specifi city', and post-Minimalism. The 
institutionally critical terms of Conceptual Art have each been treated by artists 
and art historians. In presenting the author's own theorisation of `discursive 
site-specificity' that characterises contemporary art, she reflected on the subject 
of Net art which has broadened the genealogy, providing more possibilities for an 
artist to think about in site-specific art. 
1.7 Introduction to Practising Space and Site-Specificity 
" Berry Josephine, THE THEMATICS OF SITE-SPECIFIC ART ON THE NET, PhD thesis at the 
University of Manchester for the Degree of Art History in the Faculty of Arts, 2001, p. 15. 
In this practical-based research the author attempts to explore two kinds of `site 
specificities' (physical space/cyberspace) in order to examine the essence of 
`practised space'. 
Physical space is characterized by physical distance and space. In virtual space, 
there is no real distance or extent, although urban residents can experience 
physical space virtually in cyberspace by using highly sophisticated virtual reality 
technology. Cyberspace can be seen, for example, in a commercial part of the 
Internet, where consumers buy virtual reality experiences on their home 
computers, which are produced by home workers and supplied by Internet firms. 
In this cyberspace, realised in virtual worlds like 'Second Life' (Fig. 1-2), the 
residents can 'walk' through the streets and stop at virtual stores or other virtual 
buildings. 
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Fig. 1-2 Cited from http: //www. secondlife. com/. 
1.7.1 Physical space, Hybridity 
'Site-specific art' in real space; also known as environmental art, is art work 
created to exist in a certain place or space. Typically, the artist takes the location 
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into account while planning and creating the art work. Examples would be works 
by Walter De Maria (Fig. 1-3). 
Fig. 1-3 Walter de Maria, "5 Continents Sculpture", 1989, Marble, quartz, 
magnesite, glass, steel; 5x5x5m, Walter de Maria. 
In terms of art, 'site-specific art' refers to an artist's mediation in a specific locale, 
creating a work that is integrated with its surroundings and that examines its 
relationship to the topography of its locale, whether indoors or out, urban or 
marine, or otherwise. There are two types of site-specific artworks. Outdoor 
site-specific artwork frequently incorporates landscaping combined with 
permanently sited sculptural elements. Indoor site-specific artwork is perhaps 
created in conjunction with the architects of the building. 
More broadly the term site-specific in physical space is sometimes used for any 
art work that is permanently attached to a particular location. Thus a building with 
interesting architecture could be considered a piece of site-specific art. Artists 
producing site-specific works in physical space include Robert Smithson, Andy 
Goldsworthy, Christo (Fig. 1-4), Richard Serra, Brandon LaBelle, and Sarah Sze. 
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Fig. 1-4 Christo and Jeanne-Claude, "Wrapped Reichstag", Berlin, 1971-1995 
The work of Christo and Jeanne-Claude provokes a new way of experiencing 
public monuments and landscapes. Art and event are merged in a way that 
challenges preconceptions. The deceptively simple strategy of `wrapping' or 
packaging a building expresses "a sense of monumentality and attention is 
directed at the elemental qualities of form. "12 
1.7.2 Cyberspace, Internet Space 
Site-specific art can also be located in virtual space, in which case we can refer to 
Internet site-specificity, or more generally, what is called cyberspace. In 
cyberspace, site-specific art on the Internet or so-called `Net art' is art which 
happens to be located on the Internet. Technological development also affects art. 
Net art has great advantages in comparison to other artistic media. For example, 
the Internet and therefore net projects can be accessed world-wide, from various 
places at the same time continuously, from places that are equipped with a 
computer which has an Internet connection and are inhabited by so-called PWMs 
(people with modems). These places are not necessarily 'art spaces', but rather 
everyday spaces such as offices, desktops, work environments, etc. Therefore, 
12 Conran Terence, Terence Conran on Desisn, Coran Octopus, 1996, p. 236. 
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Net art creates a new form of art that is site-specific; art that is not necessary fixed 
in a real site but happens in cyberspace. 
`Site-specific' means that a work has been conceived for a special place, it can be 
in a street, a building, a landscape etc. A 'site-specific' work is organically 
connected to its environment: the context provides the conditions for its 
functioning. However, art on the net has broadened the meaning of environment, 
and deals with and is embedded in the specific possibilities that the Internet 
medium offers. 
Internet technology has been used by artists to extend certain avant-garde 
tendencies in the context of a globalised and networked society. Setting art work 
in the multi-media information arena has sometimes led to its use for media 
production, private communication, cultural projects, political debate; it has 
created new relationships between art and other forms of communication and 
action. Indeed the Internet in general can be said to enable a whole series of new 
relationships beyond the linking of geographically disparate communities, 
reducing the distance between public and private and between the corporate and 
cultural spheres. 
"Net art is online, and it is for those who are online"13. In this practical-based 
research, some of the author's practical works exemplify new forms of 
presentation of Net art that differ from "the monitors-in-white-cube" 14 type of 
installations. This is a different kind of space, different from the space of the 
gallery, which transcends the simple distinction between `Internet' site-specificity 
and 'real space' site-specificity. In the field of Internet site-specific projects, the 
13 Berry Josephine, THE THEMATICS OF SITE-SPECIFIC ART ON THE NET, PhD thesis at the 
University of Manchester for the Degree of Art History in the Faculty of Arts, 2001, Andreas 
Broeckmann (no page provided). 
14 Cited from, Arns, Inke, A Particular Site-specificity, or. Do / Have a Good Reason to Be Here?, 
Published in BE Magazin, Berlin, December 2000, Cited from, 
hftp: //www. projects. v2. n1/-ams/Texts/Media/net-e. html. 02/02/07. 
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author developed a site-specific Net art project: `Virtual Urban Utopia Diary' 
(2007). In the area of physical space site-specific projects, she experimented with 
some illustrative projects (Emptiness 2005, Daily Life as an Art Practice 2006, etc. ) 
that have hybrid, spatial sensations or tactile interfaces, which can only be 
experienced in specific physical places. Both 'Internet' and 'real space' 
site-specificity give the observer a good reason to be there. 
1.8 Conclusion 
It is important to note that the relationships between theory and practice are 
closely related to this research. This chapter gives an overview of the entire 
submission (including reference to artworks) and outlines and clarifies the aims of 
the research. The methodology for this research has been used to examine each 
work through `interdisciplinary' interventions to gain an objective and informed 
study of site-specificity in both physical and virtual sites and in relation to the issue 
of spatial practices. 
To conclude, site-specific interventions are possible in cyberspace just as they are 
in physical space. Interventions which involve site-specificity in Net art in a special 
practice space form the basis of this practice-based research, which not only 
experimented using physical sites for 'spatial practices' by the artist, but also 
encouraged audiences to participate by communicating with the different spaces 
and with spaces that combined both physical and virtual sites. 
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Chapter 2 Place, Space and Location 
2.1 Introduction 
A clear understanding of the meaning of `place' and 'space' and the associations 
those terms have which contribute to is their identities forms part of the theoretical 
background of this thesis and the practice of site-specific art. 
2.2 The Identity of Physical Place and Space 
All existing things are in place or not without place. 
- Archytas, as cited by Simplicius 
The power of place will be remarkable. 
Space is a society of named places. 
- Aristotle, Physics, Book IV 
- Claude Levi- Strauss, The Savage Mind 
Nothing could extinguish the fact and claim of estate. - W. E. H. Stanner, 
"Aboriginal Territorial Organization" (Feld & Basso, 1997) 15 
The questions "what is a place and how to define a space? ", "what do they consist 
of? ", "how to create and maintain the identity of place and space", "what is the 
awareness of space and place? ", "how do we experience both of them? " have 
been in the human mind for centuries. Different groups of people have tried to 
provide comprehensible definitions of space throughout human history. However, 
it is difficult to distinguish these two words that have so similar, yet still very 
different meanings. 
Although these notions have varied among cultures and over the course of history, 
15 Feld Steven & Basso Keith H, Senses of Place, School of American Research Advanced 
Seminar Series, 1997, p. 13. 
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the most fundamental ideas have a noticeable consistency. 
"That there is a difference between reality as it exists and as it is understood 
(i. e. external and internal reality), and that these two realities are interrelated 
has been acknowledged in western cultures by philosophers as the basic 
epistemological question. The existence of an internal reality that differs from 
external reality also means that knowledge is highly individualistic, yet there 
are marked commonalities in "world view" among individuals which make 
communication and organized social systems possible. The key to these 
commonalities is that the process of gaining knowledge is the same, and that 
knowledge itself is a construction based on the interaction of the biological 
organism with its environment. " (Peugeut, 2002) 16 
The dictionary definition of the term "space" certainly reveals a significant level of 
confusion, as in Merriam-Webster on-line Dictionary, which accords "space" a 
total of 10 separately enumerated definitions. " 
1. a period of time; also : its duration. 
2. a: a limited extent in one, two, or three dimensions : distance, area, volume 
b: an extent set apart or available <parking space> <floor space>. 
C. the distance from other people or things that a person needs in order to 
remain comfortable <invading my personal space>. 
3. a: a boundless three-dimensional extent in which objects and events occur and 
have relative position and direction <infinite space and time>. 
b: physical space independent of what occupies it -called also absolute 
space... 
Similar confusions exist for time, namely: 
16 Peuquet Donna J, Representations of Space and Time, The Guilford Press, 2002, p. 32. 
" Cited from, Merriam-Webster on-line Dictionary: http: //www. m-w. com/dictionary/space, 
25/05/07. 
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1. a: the measured or measurable period during which an action, process, or 
condition exists or continues : duration. 
b: a non-spatial continuum that is measured in terms of events which succeed 
one another from past through present to future. 
c: leisure <time for reading>. 
2. a: an appointed, fixed, or customary moment or hour for something to happen, 
begin, or end <arrived ahead of time>. 
b: an opportune or suitable moment <decided it was time to retire> - often 
used in the phrase about time <about time for a change>. 
3. a: a historical period : age. 
b: a division of geologic chronology. 
c: conditions at present or at some specified period - usually used in plural 
<times are hard> <move with the times>. 
d: the present time <issues of the time>. 
8. a: a moment, hour, day, or year as indicated by a clock or calendar 
<what time is it>. 
b: any of various systems (as sidereal or solar) of reckoning time. 
For the term "place, " 
1. a: physical environment : space. 
b: a way for admission or transit. 
c: physical surroundings : atmosphere. 
2. a: an indefinite region or expanse <all over the place>. 
b: a building or locality used for a special purpose <a place of learning> <a fine 
eating place>. 
c: archaic : the three-dimensional compass of a material object. 
3. a: a particular region, centre of population, or location <a nice place to visit>. 
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b: a building, part of a building, or area occupied as a home <our summer 
place> 
Among a total of 29 definitions and 21 other meanings! The notion of place, space 
and time are also very closely connected. To occur is to take place. In other words, 
to exist is to have being within both space and time. Spatial expressions are also 
frequently used in everyday language to express temporal notions: "He's over the 
hill, " "We're getting close to Christmas. " This entanglement of things, space, and 
time adds to the difficulty of analyzing these concepts. 
2.3 Historical Review of Space and Time: Ideas from Early Myth to Modern 
Science 
In order to bring the notions of space and time into clearer focus, it is necessary to 
begin at the beginning and seek the evolution of thought. 
"Modern, everyday scientific and philosophical concepts of space and time 
can be clearly traced to primitive mythological and religious notions. " 
(Peugeut, 2002) 18 
The earliest ideas in early Western mythology on the essence of space and time 
can be narrated in general terms as progression of the world from the Chaos to 
Cosmos. 
"Chaos, the initial state of mythological universe, is the boundless abyee, 
infinite space. In Hesiod's Theogony (Hesiod 1999), his fifth-century B. C. 
rendition of an ancient Greek creation myth, time is considered so significant 
that it is personified, along with Earth as a god, Gaia (Earth) appears and 
eventually gives birth to Kronos (Father Time). Order is gradually imposed 
through a multigenerational succession of battles between good and evil 
deities. Cosmos is the final state of order. Like the developing Greek state, 
18 Peuquet Donna J, Representations of Space and Time, The Guilford Press, 2002, p. 12. 
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this Cosmos is made up of both political and natural elements. " (Aveni, 
1989)19 
Similarly, 
"In the work of Homer, an ordering of events can be seen, with the sense of 
time being continuous and open-ended, proceeding out of the past, through 
the present, and into an open-ended future. Space is seen as continuous 
and connected too. With the emergence of these ideas of time and space, it 
is possible, for example, to retrace the voyage described in Homer's 
Odyssey. Both the idea of the Cosmos and evolution of the notion 
correspond to the gradual development and expansion of sociopolitical 
organization into unified structures (polis, state, empire). "20 
Greek thinkers became increasingly interested in mathematical and physical 
problems. For instance, one of the questions is concerning the divisibility of matter 
and continuous space. Anaxagoras21 introduced the concept of infinite divisibility 
into natural philosophy: 
"For of the small there is no smallest, but always a smaller. (For that which is 
cannot be cut away to nothing). " 22 
This chapter describes as the basis of early Greek continuous mathematics. 
"The differing vein of thought that developed from this, atomism, reduced 
everything to infinitely separable (and separate) particles - bodies adrift in 
19 ibid, p. 13. 
20 ibid, p. 14. 
21 Anaxagoras (500 BC-428 BC) was a pre-Socratic Greek philosopher, and a member of the 
Ionian School of philosophy; he denied that stars, planets and other created objects were divine, 
was accused of atheism. 
22 Sider, D, The fragment of Anaxagoras. Meisenheim am Glan: Hain, 1981, p. 54. 
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space, with space itself being the container of these objects - the Void. 
Atomism has earlier roots in Pythagoreanism. The Pythagoreans regard of 
Cosmos as representing the origin of the idea that space and time have two 
views: On the one hand, as the Void and infinite, they are the receptacle of 
objects, as a boundless box; on the other hand, they are the order of these 
objects and processes. " (Peugeut, 2002)23 
The Aristotelian notion of the space and time can be outlined as below: "(1) Space 
is finite; (2) time is infinite; (3) empty space does not exist; (4) space is divided into 
two levels - the earthly and the celestial - which obey different laws, have 
different structures, and to not overlap. " (Peugeut, 2002)24 
Copernicus developed the idea about how the universe works by utilising the 
concept of the ancient Greeks as foundation from a physical point of view, which 
he constructed a uniform theory of space and time that both the earth and 
heavens operate by the same laws. Although he still kept the Aristotelian opinion 
that space is finite. 
Renaissance thinkers changed the audiences of space and time in two 
fundamental methods. In the initial of the Renaissance, the ancient differentiation 
between `earth' and `the heavens' was the official Christian Church doctrine of the 
day. Then, the Copernican revolution removed this distinction and as result of that 
signified two significant advances. Firstly, 
"the view of a continuous and endless time was put on a firm and 
23 Peuquet Donna J, TIME, GIS AND HUMAN HEALTH; REPRESENTATION OF SPACE-TIME 
DYNAMICS, Department of Geography and The GeoVista Center, The Pennsylvania State 
University, University Park, Pennsylvania U. S. A. p. 4. Cited by Akhundov, M. D.. Conceptions of 
Space and Time: Sources, Evolution, Directions. Cambridge, Mass, The MIT Press, 1986. Cited 
from: 
http: //geoq. queensu. ca/h and e/healthandenvir/Finland%20Workshop%2OPapers/Peuguet. doc. 
25/05/07. 
24 ibid. 
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measurable scientific basis. Secondly, the idea that space and time could be 
studied together as related aspects of a merged Cosmos became generally 
accepted. " (Peugeut, 2002)25 
Galileo recognized empty space, yet Descartes did not. He thought the chief 
attribute of any object is that it occupies space, and for knowing about material 
things are their measurable, geometric properties. This close union of space with 
the existence of objects forced him to reject empty space, because he would have 
had used the other way to admit the existence of nonmaterial objects. Descartes 
stated: 
"That a vacuum in the philosophical sense of the term (that is, a space in 
which there is absolutely no substance) cannot exist is evident from the fact 
that the extension of space, or of internal place, does not differ from the 
extension of body. From the sole fact that a body is extended in length, 
breadth and depth we rightly conclude that it is a substance; because it is 
entirely contradictory for that which is nothing to possess extension. And the 
same must also be concluded about space which is said to be empty; that, 
since it certainly has extension, there must necessarily also be substance in 
it. " (Descartes 1644)26 
Descartes and Locke explicitly advocated an epistemological dualism with the 
follow tenets: 
I. The world is consisting of at least two sets of entities: (external) material 
things and ideas (i. e., perceptions). 
2. These notions alone are known in consciousness as objects, whereas 
material things are only inferred. 
25 Peuquet Donna J, Representations of Space and Time, The Guilford Press, 2002, p. 17. 
26 Descartes, R., 1644, Translated by V. Miller, Principles of philosophy. Dordrecht: Kluwer. 1983, p. 
46-47. 
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3. The inferred material things are always nonidentical to the perceived 
objects. , 27 
Subsequently, in Newton's Principia, developed a different natural philosophy 
related to the Cartesian concept of space, time, and motion, which established a 
theory of motion of material objects based on his idea of absolute space and time: 
"Absolute, true, and mathematical time, of itself and from its own nature 
always flows equably without relation to anything external and by another 
name is called duration.... Absolute space, in its own natural, without relation 
to anything external, remains always similar and immovable. " (Newton 
1687)28 
Newton's view of absolute space and absolute time dominated science until the 
beginning of the 20th century, when a relative view was adopted by Einstein as a 
central idea of his work. The reason of the Newtonian perspective of space and 
time dominated for about 200 years is the revolutionary influence that: 
"Newton's Principia had on scientific methodology, whereby new standards 
for rigour of thought, based on inductions from experimental evidence within 
a mathematical framework, were introduced virtually overnight. Natural 
philosophy, which previously had been open to dispute and speculation was 
established on a solid foundation and elevated to natural science in the 
modern sense of the term. Newton's methodology and theories were 
adapted as a single package. " (Kroes, 1988)29 
27 Peuquet Donna J, Representations of Space and Time, The Guilford Press, 2002, p. 18. 
28 Newton, S. I, Mathematical principles of natural philosophy and his system of the world 
(translated by Andrew Motte in 1729, revised by Florian Cajori), New York: Greenwood Press, 
1962, p. 6. 
29 Newton Kroes, P. A, 's mathematisation of physics in retrospect, Dordrecht: Kluwer Academic, 
1988, p. 20. 
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2.4 The Concept of Place and Space in Geography 
The concept of `place' in geography has been reviewed by Fred Lukerman where 
he reveals six major components of the concept of place: 
1. The notion of location, location as it concerns with other things and places, 
is absolutely fundamental. 
2. Place implicates an integration of elements of nature and culture; this 
undoubtedly implies that every place is a unique entity. 
3. Although the places are unique, they are interconnected by a system of 
spatial interactions and transfers, part of a frame of circulation. 
4. Places are part of larger areas and are concentres in a system of 
localization. 
5. Places are emerging and becoming: with historical and cultural change 
new elements are added, in the meanwhile some old disappear. 
6. Places have signification: they are characterized by the beliefs of 
individuals. (Lukerman, E. F. 1964)30 
Another geographer, Tuan Yi-fu (1977) discussed and examined space and place 
in geography from a phenomenological perspective. He lists four different 
implications that can be applied to place: 
1. It can signify the entire surface of the Earth. 
2. It can refer to a unit of space like country, province, city, village, settlement. 
3. It can refer especially to a specific part of some space (residential or office 
building, a yard or a park, a street or a square). 
4. It also means a precise location, position of someone or something. (Tuan, 
Yi-fu 
, 
1977)31 
30 Lukerman, E. F., Geography as a Formal Intellectual Discipline and the Way in Which it 
Contributes to Human Knowledge; in: "Canadien Geographer', vol. 8, no. 4,1964, p. 169. 
31 Tuan, Yi-fu, Space and Place: The Perspective of Experience; University of Minnesota Press, 
Minneapolis, MN, 1977. Cited from, Lipovac Nenad, Space and Place, PROSTOR Vol. 5, No. 1 (13), 
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From the geographical aspect: 
"space is not uniform and homogeneous; it has its own name, sense and 
experience. A place has to be recognised and considered as a phenomenon 
of direct experience. " (Reiph, C Edward, 1976)32 
It has to be related to the entire range of experiences in order for us to understand 
and make places. 
Yet people have a very poor comprehension of the constitution of places and their 
experience. 
"Places are sources of identity for every single living being, and thus the 
significance of adequate experiencing, creating and maintaining of every 
single place is obvious. , 
33 
However, not many people are aware of the importance of `place', even architects 
and urban planners. The results are all these numerous "placeless"34 places: 
"Speaking from the planning point of view, typical example of placelessness 
are the towns and neighborhoods in US with a street grid system, where the 
type of the houses are the same, and even the blocks are of the same size. 
Another example of placeless places is the big shops and the shopping malls 
around the US, particularly if they belong to a chain of the same company. 
Most of them look the same; the interior is the same and the same inside 
1977, p. 3. 
32 Relph, C Edward, Place and Placelessness; Pion LTD., London, England, 1976, p. 5. 
3; Lipovac Nenad, Space and Place, PROSTOR Vol. 5, No. 1 (13), 1977, p. 4. 
34 Two definitions of "placeless" are 1. Lacking a fixed location. 2. indistinguishable from other 
such places in appearance or character (a placeless parking complex- Jablonsky. T. J. 1986). Cite 
from: Merriam-Webster on-line Dictionary: http: /twww. m-w. com/dictionary/placeless, 25/05/07. 
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order of the retail place. In the US, these placeless places appear when 
visiting some of the shops or department stores such as Safeway, Circuit City, 
Radio Shack, Target, Macy's etc. The inside organization was the same for 
each of the shops, regardless whether it was in San Francisco, Los Angeles, 
New York, or any other town. The outside look not distinquish too much 
either: a big squared "pancake" building surrounded by hundreds of parking 
lots, without trees. Sometimes the entrance is distinguished but never too 
much - (not to confuse the customers that are so used to the interior 
organization of the similar shop from another town. " (Nenad Lipovac 
1997)35 
These represent the weakness of distinctive experiences and identities of places 
and with places. Thus the unawareness of the essence of place leads to 
rootlessness. 
The variety of different people's experience of a place is focused in four essential 
ways, according to Relph C Edward (1976), 36 
1. The unlike components and intensities of place experience can be 
examined as a deep connection between people and the places they live in 
and experience; 
2. The relationship between space and place can be explored in order to 
show the range of place experiences and notions; 
3. It is possible to explore the identity of people with places and the essence 
of identity of place; 
4. The ways in which the sense of place and attachment to place are 
apparent in the making of places and landscapes can be clarified. 
2.5 The Nature of Place 
35 Lipovac Nenad, Space and Place, PROSTOR Vol. 5,1997, No. 1 (13), p. 4. 
36 Relph, C Edward, Place and Placelessness; Pion LTD., London, England, 1976. Cited by 
Lipovac Nenad, p. 3. 
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The human mind, a place is a core of any physical or mind action, or even only an 
intention. Due to our capacity to think and imagine, the place is everywhere where 
our mind can reach. It is everywhere that we have experienced and the events of 
our existence. 
"Places are able to occur at all levels of identity: subjective (mine or 
anybody's) or objective (everywhere such as here, there, in the city, or even 
any solar, planet and star system). The aspects of the lived-in-world that 
someone is able to distinguish as places are differentiated because they all 
involve numerous concentrations of our intentions. " (Relph, C Edward 
1976) 37 
In terms of our living-in-world, the place is not able to be experienced 
independently. It can not be simply described by means of location and 
appearance. 
"The place has to be known in the context of other places, other features and 
appearances, other settings, occupied by other living beings. They are all 
overlapping and interpenetrating each other, forming different identities at 
the same time at different places and giving a chance to provide a handful of 
varieties of interpretations. " (Nenad Lipovac, 1997)38 
The essence of place, according to E. C. Relph's (1976): 
"lies in the major unselfconscious intention that defines places as profound 
centres of human existence, which is a deep relation to place and 
consciousness of the places where we were born and grew up, where we 
live now, or where we have had a particularly moving experience. " (Relph, C 
37 Lipovac Nenad, Space and Place, PROSTOR Vol. 5,1997, No. 1 (13), p. 4. 
38 ibid. 
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Edward, 1976)39 
In order to consider place to be a comprehensive phenomenon of experience and 
to explore the various properties of place, it is necessary to examine the elements: 
location, and time. These are crucial to the understanding of `place' 
2.5.1 Location 
First of all, to define a place, we have to describe the location of the entire place. 
All places are located, but the location is not sufficient in itself to define the entire 
place with all its meaning and experience. Other places are changeable and do 
not have any influence on the sense or experience of the place. 
Nowadays we speak of 'contemporary nomads'. These are people that are 
moving around the world. Yet we cannot impute that they do not have sense for 
identity of place and with place. For instance, they try to make a place their own 
by putting a family picture in a new room, or on a desk in a new office, to remind 
them of the place they used to live or work at before. 
From the other American geographer Yi-fu Tuan's said that: 
"the distinction between Space and Place can be interpreted as: When 
Space feels thoroughly familiar to us, it becomes place. , 40 
When someone says: I know this place, does it mean, it is familiar? Or is it that the 
person: 
"is able to put his own intimate boundaries around the space, the boundaries 
that help bring the image of the identity of place and identity with place? 
39 Relph, C Edward, Place and Placelessness; Pion LTD., London, England, 1976, p. 43. 
40 Tuan, Yi-fu, Space and Place: The Perspective of Experience; University of Minnesota Press., 
Minneapolis, MN, 1977, p. 73. 
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Perhaps this could be a possible answer, yet not the only one. " (Nenad 
Lipovac, 1997)41 
2.5.2 Time 
Space and time are among the most fundamental of ideas, providing a basis for 
ordering all ways of thought and belief. 
"We preserve present signals of the Past or control the Present in order to 
satisfy our images of the Future. Our images of Past and Future are all 
present images, continuously re-created. " (Lynch, K., 1972)42 
"The place is the present expression of past experiences and events and the 
expression of hopes for the future. When changing characters of the places 
through the time, we always have in mind the changes of the buildings and 
landscapes. We have to be aware that the time for insiders is different from 
the time for outsiders. The persistence of some place through time is 
concerned with our experience of change. "a3 
The attachment to some place becomes stronger by the length of time spent at 
the particular place. Consequently, people moving to different places try to create 
an image of the previous place by setting up their familiar things. Thus they are 
trying to re-establish the time they spent at the previous place in some way. 
2.6 Space and Place 
Physical space (place) can be defined through everything we experience in our 
41 Lipovac Nenad, Space and Place, PROSTOR Vol. 5, No. 1 (13), 1997, p. 5. 
42 Lynch, K., What Time is This Place; MIT Press., Cambridge, MA, 1972, p. 65. 
43 Insiders versus Outsiders is one of the Ten Properties of Identity with Place revealed by Prof. 
Violich Francis. For more upon this topic refer to the article Identity: Key to Meaningful 
Place-making. The Case for Berkeley in: "Prostor", vol. 3, no. 2(10), 1995, p. 201- 216. 
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daily life: Water and earth, village and city etc, the outside and inside of buildings, 
We have a physical or objective awareness of the visible space. However, "Space 
is something amorphous and unpredictable in its understanding, which is an entity 
that can not be directly described and analysed" 44 Space with subjective 
awareness (but without physical appearance) is space of mathematics, and 
astronomy, or the space required to be occupied by settlements, objects or even 
countries. 
2.7 Relations between Body, Personal Relations, and Spatial Values 
In the last section we have described that "Space" is an abstract term for a 
complex set of ideas. In relation to the human body in a space, people of different 
cultures differ in how they divide up their world, assign values to its parts, and 
measure them. 
Methods of dividing up space usually differ in complexity and sophistication, as do 
techniques of judging size and distance. Yet certain cross-cultural similarities exist, 
and they rest ultimately on the fact that man is the measure of all things. Thus, we 
find them in two kinds of facts if we seek for fundamental principles of spatial 
organisation: 
"the posture and structure of the human body, and the relations between 
human beings. Man, out of his intimate experience with his body and with 
other people, organises space so that it conforms with and caters to his 
biological needs and social relations. , 45 
The world "body" immediately calls to mind an object rather than an animated and 
animating being. The body is an "it" which is in space or takes up space. On the 
other hand, the term "man" and "world", we do not only think of man, as an object 
in the world, occupying a small part of its space, but also of man as inhabiting the 
44 Relph, C Edward, Place and Placelessness; Pion LTD., London, England, 1976, p. 8- 
4 '; Tuan Yi-Fu, Space and Place, University of Minnesota Press, 1977, p. 35. 
in 
world, commanding and creating it. In fact, 
"the single term "world" contains and combines man and his environment, for 
its etymological root "weg" means man"46 
Man and world denote complex ideas. In this context, we also need to view 
simpler ideas from man and world, namely, body and space, that the one not only 
occupies the other but commands and orders it through intention. Body is "lived 
body" and space is humanly construed space. 
Among mammals the human body is unique in that it easily maintains an upright 
position. 
"Upright, man is ready to act. Space opens out before him and is 
immediately differentiable into front-back and right-left axes in conformity 
with the structure of his body. Vertical-horizontal, top-down, front-back and 
right-left are positions and coordinates of the body that are extrapolated onto 
space (Fig. 2-1).... In deep sleep man continues to be influenced by his 
environment but loses his world; he is a body occupying space. Awake and 
upright he regains his world, and space is articulated in accordance with his 
corporal schema. , 47 
46 ibid, p. 34. 
47 Tuan Yi-Fu, Space and Place, University of Minnesota Press, 1977, p. 34-36. 
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Fig 2-1. Upright human body, space and time. Space projected from the body is 
biased toward the front and right. The future is ahead and `up'. The past is behind 
and 'below'. 48 
In addition all above regarding the western view of the body, the Chinese view, 
however, has other special aspects about the body in space because it appears to 
be a striking exception to the rule. In the great bipartite classification yin and yang, 
the left side is yang and belongs to the male; the right side is yin and belongs to 
the female. The basic reason is that the Chinese social and cosmological space 
centres on the ruler who mediates between heaven and earth. The ruler faces 
south and the sun. His left side is west, the place of setting sun, and female 
(yin). 49 
2.8 From Absolute Space to Abstract Space 
Concerning what is absolute space? How do we describe the existence of 
absolute space? Is it imagined or is it real? To recapitulate; the existence of 
48 ibid, p. 35. 
49 The idea came from: Granet Marcel, "Right and left in China, " p. 43-58. 
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absolute space is purely mental, and hence `imaginary'. In another way, it also 
has a social existence, and hence a specific and powerful `reality'. The `mental' is 
`realized' in a chain of 'social' activities because, in the temple, in the city, in 
monuments and palaces, the imaginary is transformed into the real. For instance, 
when asked whether a temple and its surroundings are imaginary or real', the 
realist will naturally see only stones, whereas the metaphysician will see a place 
consecrated in the name of a divinity. But of course there must be more to it than 
this. 
For Descartes and the Cartesians, God never rested. Creation was continuous. 
What is the meaning of this thesis of Descartes, which was adopted by Spinoza 
and Leibniz before being taken to the point of absurdity by Malebranche? 
1. The material world, i. e. space, continues to exist only inasmuch as it is 
sustained by divine thought, and contained in that thought: produced by it, 
continually and literally secreted by it - an organic mirror of the infinite. 
2. The laws of space, which are mathematical laws, are laid down by God and 
upheld by him; nothing escapes them, and mathematical calculation reigns in 
nature because such calculation is coextensive with the space produced by 
God. 
3. Novelty is constantly occurring in nature, even though the elements of nature 
is perfectly simple - so simple, in fact, that there is really only one, namely 
geometrical space. Descartes says that everything in nature is merely figures 
and movement; these terms should be taken not metaphorically but literally. 
The Cartesian God produces, works, and strives to create just as finite 
beings do, even if he does not become exhausted as a result. 50 
It is in the context of space that productive labour is thus integrated into the 
essence of the divine. 
50 The idea came from: Lefebvre Henri, The production of space, translated by Donald Nicholson- 
Smith, 1991, p. 283-284. 
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"For the Cartesians, God embodies a sort of transcendent unity of labour and 
nature. Human activity imitates divine creative activity: on the one hand there 
is the work of craftsmen, as they make themselves masters of nature; on the 
other hand there is knowledge (connaissance) - the knowledge called for by 
the creative (productive) process, no longer the contemplation of antiquity or 
of the Middle Ages, but the Cartesian form of theoretical thought, destined to 
be developed, and transformed, by Hegel and Marx. The time of knowledge 
dominates a spatial order constituted according to the logical laws of 
homogeneity, under the gaze of the Lord and before the eyes of the thinking 
'subject'. 61 
Abstract space is not homogeneous; it simply has homogeneity as its purpose 
and its `lens'. And, indeed, it renders homogeneous. Yet in itself it is multiform. 
"They are different ways of achieving the same outcome: the reduction of the 
`real', on the one hand, to a `plan' existing in a void and endowed with no 
other qualities, and, on the other hand, to the flatness of a mirror, of an 
image, of pure spectacle under an absolutely cold gaze. , 52 
2.9 The Experience of Place 
In order to understand what a place is, we shall try to reveal the meaning of the 
experience of place. The humans usually perceive their surroundings by 
two-dimensional and three-dimensional sensing, and by being able to translate a 
3-D image into a 2-D one. Different people have different experiences, according 
to someone's ability to extract significance or meaning from the environmental 
setting. Sometimes, we are not always aware of this ability, which enables us to 
experience places around us. 
51 ibid, p. 284. 
52 ibid, p. 287. 
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2.10 Conclusion 
In this chapter the author has attempted to reveal the meanings of several notions 
like the essence of place, space, and experience of space. Moreover, the author 
has tried to explain the process in order to understand the nature of conceptual 
systems of physical places and spaces. 
Each particular place/space is the result of relations between conceptions and 
physical attributes that represent components of places/spaces, which play a 
great significant role in making the sense of place/spaces. By recognising 
physical attributes, by describing places and their concept and by assimilating 
information about what is occurring in places, we are able to perceive and 
understand the sense of place/space. 
To summarise, the author thinks that the definition of Place/Space is a very 
complicated integration of nature and culture presented in physical terms that has 
developed (and is still developing) in particular locations. Places/spaces are 
integrated by flows of people and goods in between them. Physical place/space is 
a location linked with everything that occupies that location in time and place as 
an integrated phenomenon. 
The framework of cyberspace theory will be examined later in order to have an 
awareness of virtual space. Both physical space and cyberspace theory have 
helped the author to practise artworks in site-specific art within a complex space 
which contains both physical space and virtual space. 
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Chapter 3 The Comprehension of Space in Twentieth Century Art 
3.1 Introduction 
The scope of this chapter is insufficient for a complete introduction to how 
twentieth century art is related to notions of space, nor can we consider optical 
and perceptual themes which compete with the historical conventions of 
representation and the interpretation of physical space. Nonetheless, it is 
important that we recognise that spatial concepts have been a significant factor in 
contemporary artistic practice, and that this became increasingly evident as the 
century unfolded. 
3.2 The Definition of Space 
Space has been an important issue in art history and there are number of ways 
we can define space. In mathematics, 'space' is a noun; it is often conceived as 
geometric postulates such as Euclidean or non-Euclidean. Alternatively, space 
can be treated as the infinite extension of the three-dimensional field in which all 
matter exists. 
However, if we see `space' as a verb, it implies a process of organising and 
arranging. According to Frank Stella (1986)53, the creation of space is the 
principal goal of art. He thought that since artists create space, twentieth century 
artists had to work with effort to create abstract space in paintings. 
53 Stella Frank (Philip) (b. 1936), American painter, an important artist in minimalism known mainly 
for his series of all-black paintings. 
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But, after all, the aim of art is to create space - space that is not 
compromised by decoration or illustration, space within which the subjects of 
painting can live. " - Frank Stella (1986) 
Stella tells us that the concept of space in twentieth century art is difficult to define. 
Moreover, artist's space is usually associated with historical, cultural, 
metaphorical, philosophical, and religious ideals. People argued against the 
illusions that `represented' reality and took the view that representation distorted 
`Truth' since Plato. They represent the world we see with a kind of illusory space 
painters can be presented. For instance, the illusionist space on a painted surface 
changed during the Renaissance, a change took place in the art itself as the 
religious and narrative motifs were re-defined and secularized. 
Moreover, scientific studies in vision and colour, new scientific views of physical 
space, the invention of photography, chemical advances in colour preparation, 
and the new media have all been influences that have altered visual art. In the 
twentieth century, the new scientific discoveries concerning the physical structure 
of space and space-time set the stage for a renewed investigation of space in art. 
The twentieth century was one in which painterly explorations of space were often 
abstract. Paintings attempt to offer statements through the use of surface, texture, 
colour, and other ways of configuring the optically perceived space of the canvas 
to represent the `real' world as we know it. 
3.3 Spatial Construction in Painting 
Early in the century, when the illusionistic quality of representation was beginning 
to be doubted, science began the process of re-defining space and time 
relativistic (Einstein, 1905)55, and this stimulated artists to experiment with the 
54 See Stella Frank quotes, cited from: 
http: //www. brainyquote. com/quotes/authors/f/frank_stelIa. html. 17/07/07. 
55 Einstein Albert, on the Electrodynamics of Moving Bodies, 1905, cited from: 
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idea of dimensions often illustrating ideas about multiple dimensions. Many 
conceptual, optical, and perceptual questions were asked and often these were 
related to the nature of physical space as defined in science. 
Frank Stella, in his book "Working Space" (1986)56, offers a foundation for seeing 
the artistic context and evaluating the scope of spatial conceptualization 
employed in art through the centuries. Far from defending modernism, Stella 
struggles with its failure to develop a form of abstraction that realizes space in the 
Renaissance method. 
He notes that abstract art has been dominated by the two-dimensionality of the 
picture plane, and even by the Cartesian rectangle of the picture frame. The 
power of Caravaggio's (1571-1610) masterly development of pictorial space 
lasted for 300 years. Stella notes that this power is missing in the flatness of 
Cubist and post-Cubist abstraction. Stella then concludes that the deficiency of 
twentieth-century art is that it has not given an answer to the difficult question of 
abstract three-dimensional composition. In changing once more the illusionistic 
quality that accompanied the three-dimensional narrative, Stella concludes that 
space was still reduced to surface. 
Fig. 3-1 Kandinsky's "Composition V", 1911, showing the 
compositional structure. 
http: //www. fourmilab. ch/etexts/einstein/specrel/www/. 09/06/07. 
56 Stella, F, Working Space, Harvard University Press: Cambridge, Mass, 1986. 
free-floating 
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Neither of the two painters of initial Cubist abstraction - Pablo Picasso 
(1881-1973) or Georges Braque (1882-1963) - pursued the logic of disconnected 
form through to the abstract expressionism that was one of the later currents that 
returned to the point of the Cubist inspiration. However, Wassily Kandinsky 
(1866-1944) contrasted sharply with Picasso. His practice was based as much on 
symbolism and transcendental ideas as it was on shape and colour. The 
compositions were intended to awaken spiritual qualities in the viewer. 
The work of Kandinsky advanced the visual structure of the purely 
non-representational domain (Fig. 3-1). His painting presents numinous forms 
with dynamism of depth rivalling those of Caravaggio and Turner (1775-1851). 
Stella accords Kandinsky due recognition for this achievement, yet seems 
dissatisfied with his later development of a collage style (Fig. 3-2). The earlier 
works keep their freshness and vivacity, and yet they have been somehow 
marginalized in the movement of 2 0th century abstraction. 
Fig. 3-2 Kandinsky's "Composition VIII", 1923, showing the continuity of 
compositional structure from his early works. 
Frank Stella also describes how Kandinsky attempted to liberate modern art from 
the dominance of the pyramid composition, represented by the grounded stability 
of Raphael's 'Holy Family' (1506). 
"Kandinsky was right to appreciate Cezanne. The emergence of triangularity 
in the 'Large Bathers' was an unconscious step in the right direction, a step 
40 
about to break through the crust of the future's pictorial surface. However, 
agile and muscular as it may have been, Cezanne's triangle could not shake 
the pyramid anchoring Raphael's composition. The dogged perseverance of 
this pyramid illuminates the mystical dead weight which Kandinsky and all 
abstract painting following him have always had difficulty accounting for, and 
which in the end we, if not they, cannot live without. "57 - Stella (1986) 
Salvador Dali's (1904-1989) work introduced a radically different representation of 
space. His work provided him with a means to question rational notions of reality. 
As a result, his paintings give more examples of how the concept of space was 
being re-considered and inspired by twentieth century artists. 
A good example is Dali's painting "Disintegration of the Persistence of Memory" 
(1954) (Fig. 3-3). Dali applied new techniques to render classical physical space 
and forms. In his famous painting "The Persistence of Memory" (1931) (Fig. 3-4), 
Dali had already investigated the disintegration of objects, for instance the watch 
under the surreal sky. But the space itself is classical, only the watch is 
undergoing a distorting influence. However, in the later painting, space itself is 
coming apart, revealing its constituent blocks and the void under the surface of 
the water. Dali explored this concept extensively in the 1950s, creating some of 
his most enthralling works. The base and its structure are revealed in a way that 
is: 
"reminiscent of X-ray crystallography and the wave-particle duality of 
quantum mechanics, which is intimately related to the nature of space itself 
in its post-Newtonian conceptualization". 58 
57 Tyler Christopher W. and Lone Amy, The Concept of Space in Twentieth Century Art, cited from, 
http: //www. ski. org/CWTyler_lab/CWTyler/Art%201nvestigations/C20th_Space/C20thSpace. html. 
13/06/07. 
58 ibid. 
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Fig. 3-3 Dali's "Disintegration of the Persistence of Memory", 1954, the Dali 
Museum in St. Petersburg. 
Fig. 3-4 Dali's "The Persistence of Memory", 1931, the Museum of Modern Art 
(MoMA) in New York. 
3.4 Modern Vision and Perspectivism 
In fifteenth-century Europe the Renaissance artists' discovery of the technique of 
linear perspective allowed the representation on a flat surface of scenes and 
objects as seen by the eye. Linear perspective vision was revolutionary in several 
respects. First, Gebser (1985) states: 
"the emergent consciousness during the Renaissance finds expression in 
the objectification of spatial awareness. , 59 
59 Gebser, Jean, The Ever-Present Origin. (Noel Barstad and Algis Mickunas trans. Originally 
published in 1953). Athens, Ohio: Ohio University Press, 1985, p. 18. 
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Linear perspective painting gave birth to the spirit of realism, producing a 
movement toward simulating the world. In this sense, the convention of linear 
perspective corresponds to a radical abstraction and reconstruction of optical 
experience. 
With the advent of linear perspective, space became dimensionalized in our 
consciousness, which perhaps is the impact that the Renaissance revolution, in 
concretizing space, had on the relationship between the observers and observed 
in this era. 
Wertheim (1999) proposed that the projection of a single point of view in the 
perspectival image represented not only a shift in representation, "but also in the 
reception of images"60. The world in the Renaissance re-presented as for a 
spectator taking a fixed position, set against objects at a distance. Thus the world 
became a picture that could be captured on canvas, and land became landscape. 
In fact, in doing so the objects could be located in a spatial grid, with the observer 
positioned entirely separate from the objects viewed. The assemblage of 
perspective refocused the centre of attention upon the individual eye, thus the 
monocular viewpoint became the privileged centre of perspectival vision. 
However, Gebser clams that "the achievement of perspectival vision also brought 
about a reduction or narrowing of vision. , 61 Perspectivism operates as a cultural 
focal setting, thus we treat our visual field as a container, and conceptualize 
ourselves as being located inside it. This leads us to construct a sectorization of 
space, and sets perceptual and existential limits. As Gebser states, 
60 Wertheim, Margaret, The Pearly Gates of Cyberspace: A History of Space from Dante to the 
Internet, New York- Norton, 1999, p. 111. 
61 See Purser Ronald E., Cyberspace and Its Limits: Hypermodem Detours in the Evolution of 
Consciousness, http: //online. sfsu. edu/-rpurser/revised/pages/Cyberspace%2012. htm. 15/05/07. 
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"... man separates from the whole only that part which his view or thinking 
can encompass, and forgets those sectors that lie adjacent, beyond or even 
behind. , 62 
Thus, only what is seen and exists in the moment is real; the others are 
considered as fantasy, which are only a subjective experience or mind-created 
object. 
3.5 Hypermodern Detour in the Evolution of Consciousness 
The cultural importance of cyberspace, the Internet, virtual reality, and 
computer-mediated communications: 
"goes far beyond the fact that they are innovative technological devices. 
Indeed, these new information technologies are embedded in, and 
by-products of, a much larger social, cultural, and scientific milieu. , 63 
The evolution of consciousness has been treated as a history of the shifts in the 
way human cultures have ordered and represented their worlds. Historically, the 
emergence of new technologies often provides the foundation for deep changes 
in the structure of the self and radical alterations in the collective field of 
perception. 
Purser, in discussing Donald M. Lowe's "The History of Bourgeois Perception" 
(1982), writes: 
"perception is shaped by a collective interplay of factors. Communication 
media, one of the main factors in Lowe's theory, acts to frame and filter the 
62 Gebser, Jean, The Ever-Present Origin. (Noel Barstad and Algis Mickunas trans. Originally 
published in 1953). Athens, Ohio: Ohio University Press, 1985, p. 18. 
63 See Purser Ronald E., Cyberspace and Its Limits: Hypermodem Detours in the Evolution of 
Consciousness, http: //online. sfsu. edu/- rpurser/revised/pages/Cyberspace%2012. htm. 15/05/07. 
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way we perceive the world. Basing much of his theory on the work of Walter 
Ong, Lowe traces shifts in culture that correspond to changes in media: from 
orality to chirography in the Middle Ages; from chirography to typography in 
the Renaissance; from typography to photography in bourgeois society; and 
from photography to cinema and television in the modern world. "64 
The evolution of consciousness into Gebser's aperspectival world perhaps will 
depend on the future trajectory of these new information technologies, and on the 
personal and collective choices we make concerning such developments and 
applications. 
3.6 Conclusion 
In the twentieth century, we can see noticeable attempts to break away from the 
accepted or traditional. These comprise occasional attempts to break free of the 
Cartesian hegemony of the rectangular frame, particularly by 
Mondrian 65 (1872-1944) with his "De Stijl movement" that he discovered, by 
delving into a diamond format. Calder (1898-1976)66 built his first mobile after 
wondering what a Mondrian painting would look like if it could move67. 
64 Lowe Donald M, The History of Bourgeois Perception, Chicago: University of Chicago Press, 
1982, quoted from, Purser, Ronald E., cited from: 
http: //online. sfsu. ed u/-rpu rser/revised/pages/Cyberspace%2012. htm. 15/05/07. 
65 Mondrian Piet (1872-1944), a Dutch painter. He was a co-founder of the De Stijl movement and 
the originator of neoplasticism, one of the earliest and geometrical forms of abstract painting. 
66 Calder Alexander (1898-1976), American sculptor and painter. He was one of the first artists to 
introduce movement into sculpture, making mobiles incorporating abstract forms. 
67 Calder's "Feathers (1931)", wire, wood and paint; first true mobile, although designed to stand 
on a desktop, cited from Columbia Encyclopedia: 
http: //reference. info. com/reference? qkw=Alexander%20Calder&source_id=2222&source_key=Al 
exander+Calder. 20/07/07. 
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Moreover, we discover de Chirico's (1888-1978)68 explorations of the triangular 
frame and those by Hans Arp (1887-1966)69, who expanded exploration to panels 
in `biomorphic' shapes in the early and mid-twentieth century. 
A good example found in the early part of the century is "Fountain" by Duchamp70 
(1887-1968) and others are found in the work of Stella who also rejected the 
frame using sculptural and iconic structures that establish their own boundaries by 
leaping off the wall on to the gallery floor. Installations today are very commonly 
presented in non-Cartesian frames in all manner of peculiar-shaped spaces. The 
rectangular format merely became common with the arrival of separate canvases 
and the shift to secular halls and palaces. 
We are sure that artists will continue to re-define the concept of space in the 
twenty-first century, and they will follow several directions as they do so. Art forms 
have been developing that we could not even conceive would enter into the 
dialogue about art and space. For instance, cyberspace and digital works have 
created doubts far beyond those visualised by abstract painting. Moreover, while 
abstraction remains an influential force in art, twentieth century artists continue to 
grapple with representational issues as we have mentioned, and themes that are 
not aptly termed `representational'. 
68 Chirico Giorgio de (1888-1978), Greek-born Italian painter. His disconnected and unsettling 
dream images had a significant influence on surrealism. 
69 Hans Jean (1887-1966), French painter, sculptor, and poet. He was a co-founder of the Dada 
movement and known for his three-dimensional abstract curvilinear sculptures in marble and 
bronze. 
70 Duchamp Marcel (1887-1968), French-born artist, a US citizen from 1955. A leading figure of the 
Dada movement and pioneer of conceptual art, he first presented 'ready-mades', mass-produced 
articles selected at random and displayed as works of art most famously a bicycle wheel and a 
urinal. 
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Chapter 4 Cyberspace 
4.1 Introduction 
"Cyberspace" is a word that has stormed into our lives and swarmed over our 
collective consciousness like no other. As the technology improves and ownership 
of personal computers increases, it has become routine that we competently surf 
our way around cyberspace, downloading and uploading information, reading and 
writing to news groups and blogs, receiving and sending emails. 
This chapter will first describe the origins of the word "cyberspace", and then offer 
a theoretical framework for a definition of cyberspace. The relationship between 
cyberspace and physical space will be addressed in the following sections in 
order to examine the key question of the nature of `practised space' in 
contemporary art and its division into two different kinds of site specificities". 
Later the dual relations between physical space and cyberspace will be explored 
experimentally through several projects in site-specific art that mixture of physical 
and virtual sites. In this context, since cyberspace `ended' traditional geography, 
`mapping' on the net has in a way, extended geography. In order to practise art in 
the space offered by these two kinds of site specificities, the theoretical framework 
of the relations between cyberspace and physical space is examined. 
The physical objects such as letters and books, known as `traditional 
communication' are being replaced by new electronic objects. As physical objects 
exist in physical space, so these cyber objects also exist in cyberspace. This 
chapter considers aspects of the new spatial relationship between cyber objects 
and cyberspace. 
4.2 The Origins of the Term "Cyberspace" 
The word "cyberspace" derived from `cybernetics' and `space', was coined by 
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science fiction novelist William Gibson in his 1982 story "Burning Chrome"" and 
in his 1984 novel Neuromancer. The portion of Neuromancer cited in this respect 
is usually the following: 
"Cyberspace, a consensual hallucination experienced daily by billions of 
legitimate operators, in every nation, by children being taught mathematical 
concepts .... 
A graphic representation of data abstracted from banks of every 
computer in the human system. Unthinkable complexity. Lines of light ranged 
in the non-space of the mind, clusters and constellations of data. Like city 
"72 lights, receding ... 
The word "cyber" was chosen for the purpose of referring to the science of 
cybernetics, originally came from the Greek verb "Kubernao" means "to steer" and 
it is the root of our word "govern". It implies the ideas of navigation through a 
space of electronic data, and of command which is achieved by manipulating 
those data. 
4.3 The Economic Aspects of Cyberspace and Physical Space 
A very good discussion of cyberspace and physical space from an economist's 
perspective is that of Hiroyuki Shibusawa (1999). He describes a general 
equilibrium urban model with cyberspace and physical space. He points out that: 
"There is a virtual production sector and it produces virtual goods in 
cyberspace. On the other hand, a physical production sector is located in the 
CBD (Central Business District) and it produces physical goods in physical 
space. , 73 
" Gibson, William, Burning Chrome, Eos; Reprint edition, July 29,2003. 
72 Gibson, William, Neuromancer, 20th Anniversary Edition, New York: Ace Books, 2004, p. 69. 
73 Shibusawa Hiroyuki, Cyberspace and physical space in an urban economy, Papers in Regional 
Science, 1999, p. 255. 
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He obtained the market equilibrium of the city by numerical simulation using 
specific utility and production functions. He showed the spatial structure of the 
telecommunications and transportation networks, and the land-use pattern and 
the time allocation of the workers are also presented. 
The significance of theoretical models in urban economics is dependent on the 
attributes of physical space. In Hiroyuki Shibusawa's article, he incorporates 
cyberspace into a monocentric urban model (Fig. 4-1). 74 Four assumptions are as 
follows. 
Assumption 1: There are two kinds of space: cyberspace and physical space. 
Physical space is distinguished by physical distance and space. Yet in cyberspace 
there is no real distance and space. However, virtual reality technology can allow 
urban residents to experience physical space virtually in cyberspace from their 
home computer or anywhere else via the Internet. 
Cyberspace Telecommunications Network 
i 
rtual Goods 
(Information Services) 
f '" 
Physical Physical firm 
space 
Physical Goods 
(Distance) 
Transportation Network (Land) 
Fig. 4-1 Cyberspace and physical space. 
74 ibid, p. 256. 
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Assumption 2: There are two kinds of networks: telecommunications and 
transportation networks. 
Transportation in cyberspace, of goods, labour, and services, is achieved through 
their transformation into electronic information, allowing them to be traded via the 
telecommunications network. However, in physical space, those goods are 
transported via the transportation network. 
Assumption 3: There are two kinds of firm: virtual and physical firms 
He assumes that all physical firms are identical as virtual firms in both markets. 
The physical sector is located in physical space. However, the virtual production 
sector exists in cyberspace, which produces information goods such as software 
and data using information technology. The only input is labour. 
Assumption 4: There are two kinds of goods: virtual and physical goods 
In the city, the urban residents consume the physical goods in physical space. 
People can purchase physical goods at virtual malls in cyberspace, but physical 
goods need to be delivered to the residences in the suburbs through the 
transportation network. Physical goods have volume, weight, and length. In 
cyberspace, the virtual goods can imitate the physical goods by using virtual 
reality technology. Here are two examples: 
1. A typical example is a company which provides database and searching 
functions on the Internet. 
2. Another example: virtual goods include software, data and TV and radio 
programs. The virtual goods usually supply potential goods that do not exist in the 
physical world. The variety of the virtual goods has wider function than that of the 
physical goods; sometimes it might be easy to substitute virtual goods for physical 
goods. However, the reverse substitution might not be so easy. Since the 
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Cobb-Douglas utility function"75 is assumed in numerical simulation, the virtual 
goods and physical goods "are assumed to be substitutes in both directions and 
the elasticity of substitution is one". 76 
Those models are useful in the interpretation of the development of the virtual 
economy. 
4.4 The Medium of Cyberspace 
Purser (1999) claimed that cyberspace: 
"floats upon a modernist conception of space as a homogenous and uniform 
void, an infinite container for objects. Within the medium of cyberspace, 
objects are encoded in bits and bytes and transmitted as information. "" 
For instance, by using search engines such as Google or Yahoo on the Internet it 
is possible to access large amounts of information on just about any topic 
imaginable. However, the problem that faces people who use the Internet is not a 
lack of information, but a dizzying feeling of becoming lost in an endless maze of 
information sources. 
The unique thing about the medium of cyberspace is that the "real world" no 
longer has to serve as the reference for the scene illustrated on the screen of the 
computer. As Nune (1995) states, "The real no longer serves as a referent for this 
75 The Cobb-Douglas functional form is used to represent the relationship of an output to inputs of 
production functions in economics. For production, the function is Y= ALaKß. 
76 Shibusawa Hiroyuki, Cyberspace and physical space in an urban economy, Papers in Regional 
Science, 1999, p. 257. 
77 Purser Ronald E., Management, presented the paper Cyberspace and Its Limits at the 
International Gebser Jean Society annual conference held Oct. 22 1999 in Chicago, 
cited from, http: //media. szu. edu. cn/Article/ShowArticle. asp? ArticlelD=2710.09/06/07. 
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postmodern version of Alberti's window. "78 
Talbott (1995) argues that: 
"Even when we are not staring into a video screen, we have learned to see 
the world as an exterior relation of surfaces. The point is that depth is now 
represented for us by a highly abstract, mathematically conceived 
container-space full of objects related only by their shared coordinate 
system - an "extensive" depth - whereas once the world's depth was more 
"intensive", with every object bound meaningfully to every other (and to us) in 
a way that our perspective renders nearly impossible to experience. It is our 
vision that is flat, abstract, shallow, governed by surfaces without true 
insides. It lacks nothing in quantifiable information, but lacks nearly 
everything in weight or qualitative significance. "79 
Since the appearance of linear perspective, we have progressively broadened our 
ability through digital technologies and electronics in order to distance ourselves 
from the world. Cyberspace has taken root in a time when the subject is "... 
already virtualized, volatized and fragmented'80 This technologically mediated 
detachment has provided "the cultural infrastructure for the postmodern ironic 
subject"81. In fact, looking at the world from a distance becomes the ordinary 
posture of the disengaged, self-as-bystander. 
4.5 Cyberspace and the Spatialization of Time 
78 Nunes Mark, Baudrillard in Cyberspace: Internet, Virtuality, and Postmodernity, DeKalb College, 
1995, originally published in Style 29,1995: 314-327 cited from, 
hftp: //media. szu. edu. cn/Article/ShowArticle. asp? ArticlelD=2710.11/06/07. 
79 Talbott, Stephen L, The Future Does Not Compute: Transcending the Machines in Our Midst. 
Sebastopol, Calf.: O'Reilly & Associates, 1995, p. 377. 
80 Simpson, Lorenzo, Technology, Time and the Conversations of Modernity. NY: Routledge, 1995, 
p. 159. 
81 ibid. 
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Globalization has brought about a considerable disruption to traditional political, 
cultural and philosophical systems, but we are not aware of the entire extent of 
these changes. 
"We are now in an intense phase of time-space compression that is 
transforming how we see ourselves in the world. As traditional cultural 
anchors and modern institutions sink into the turbulent sea of change, the 
disorienting tendencies of globalization and time-space compression are 
reconstituting the very foundations of the self. Further, as society undergoes 
continuous change and revision, the self becomes increasingly a project of 
reflexivity -a constant challenge of trying to maintain and reconstruct a 
sense of coherence and meaning in a world where shifting contexts is the 
norm"82 - Giddens (1991). 
Postmodernism, as Simpson (1995) points out: 
" 
... can 
be characterized as an attitude toward time or an experience of time 
that, because it cannot have the temporal, places emphasis upon maximum 
intensity in time, not the living in time that would be a form of praxis, but a 
more passive fascination or playing .... 
The result is a flashing pointillism, a 
lived experience as a series of disconnected intensities. Not being able to 
commit to a future or to take the past seriously, the postmodernist makes do 
with the present. , 83 
However, what kind of time will we be experiencing in a global cybertopia? Purser 
stated that: 
82 Giddens, Anthony, Modernity and Self-Identity 
Stanford. Calf.: Stanford University 
Self and Society in the Late Modern Age. 
Press, 1991, cited from, 
http: //online. sfsu. edu/-rpurser/revised/pages/Cyberspace%2012. htm. 01/05/07. 
83 Simpson, Lorenzo, Technology, Time and the Conversations of Modernity, NY: Routledge, 1995, 
p. 144. 
i: 
"the ability to conduct economic transactions in what is now called, 
misguidedly I might add, `real-time', is the penultimate form of the 
hyper-perspectival worldview - that is, the concretion of immediacy over 
extension". 84 
Regis McKenna's (1997) book, "Real Time", seized the day and opens with the 
invitation: 
"Imagine a world in which time seems to vanish and space becomes 
completely malleable. Where the gap between need or desire and fulfilment 
collapses to zero. , 85 
James Gleick (1999), who informed the popular mind on the new science of 
complexity and the phenomena of chaotic systems, has since published a book 
entitled, "Faster: The Acceleration of Just About Everything , 86. Paul Virilio states 
that what is really being globalized by instantaneity are time. 
"For the first time ever, history will be played out under a single form of 
temporality - global time. Previously, history unfolded according to local 
temporalities, local spaces. It unfolded in regions or nations. Now ... our 
history will be played out in the universal time of the instantaneous. On the 
one hand, real-time becomes more important than real space, and distance 
and expanse take a back seat to duration, an infinitesimal duration. On the 
other hand, the global time of multimedia and cyberspace dominates local 
ea Purser Ronald E., Management, presented the paper Cyberspace and Its Limits at the 
International Gebser Jean Society annual conference held Oct. 21-24,1999 in Chicago, cited from, 
http: //media. szu. edu. cn/Article/ShowArticle. asp? ArticlelD=2710.13/06/07. 
85 McKenna Regis, Real Time: Preparing for the Age of the Never Satisfied Customer, Harvard 
Business School Press; New Ed edition, 1999, cited from, 
http: //online. sfsu. edu/-rpurser/revised/pages/DROMOLOGY. htm. 11/05/07. 
86 Gleick James, Faster: The Acceleration of Just About Everything, Vintage, 2000. 
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time or cities and neighborhoods... "87 
As the Renaissance revolution domesticated space so the information revolution 
will domesticate time too. Global time has the potential of relocating the whole 
population of the earth in one single time frame. We could explain the appearance 
of the "real-time perspective" as another indicator of the temporal incision and 
taking over of time. Virilio's dystopian vision of global time proposes that "the 
deployment of cyberspace in this temporal mode will, " as Gebser warned, 
"perpetuate the mistakes of perspectival man by erroneously converting 
intensities into spatial extensities. "88 
4.6 Cyberspace and the Hyperreal 
Overall, the global-cybernetic matrix may be the final exploration of the rational 
mode of consciousness. The imagery of a global cybernetic matrix was the 
subject of William Gibson's science fiction novel, "Neuromancer" (a Hollywood 
movie, "The Matrix" used some of the ideas from the book). The basis for this 
exploration was Descartes abstract geometry, which established a new order for 
representing objects in an imaginary and mathematical-coordinate space. Digital 
technologies offer the ability to make Descartes' abstract world a virtual reality. 
In fact, computer graphics are digital images founded on abstract mathematical 
spaces. Computer graphics programmers try to create state-of-the-art 
photorealistic images, yet this kind of art has developed into the application of 
pure mathematical and algorithmic techniques, unlike the Renaissance artists. 
Rather than endeavouring to precisely represent the actual world on canvas, 
graphics programmers are engage in dealing with modelling or simulating reality; 
87 Purser Ronald E., The Coming Crisis in Real-Time Environments: A Dromological Analysis, 
cited from. http: //online. sfsu. edu/-rpurser/revised/pages/DROMOLOGY. htm. 9/06/07. 
8e Gebser, Jean, The Ever-Present Origin. (Noel Barstad and Algis Mickunas trans. Originally 
published in 1953). Athens, Ohio: Ohio University Press, 1985, cited from, 
http: //online. sfsu. edu/-rpurser/revised/pages/DROMOLOGY. htm. 09/06/07. 
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the source of their art is the mathematically constructed image, not the real world. 
Their aesthetic motivation is not realism, nor representation, but simulation or 
hyperrealism. 
As a new communication medium, cyberspace has a considerable amount of 
similarity with postmodern culture where image is everything, and everything 
presents itself as an art source. 
"Because hyperreality is a depthless world, ironic and cynical detachment 
appear to be more `realistic' attitudes than staking one's claim in practices or 
relationships that demand deeper commitments and longer-lasting 
engagements. Timeless wisdom is obscured by the immediacy of the 
ephemeral. Indeed, this is the age of the `temporary' - temporary jobs, 
temporary relationships, and temporary communities - where even meaning 
is continuously put off, or deferred indefinitely. Hence, 'real presence' begin 
to seems `heavy' and burdensome in comparison to the 'lighter fare of the 
hyperreal'. 89 
In the perspectival world, we perceived and experienced space, time and distance 
as embodied subjects. However, in the hyperperspectival world, distance whether 
spatial or temporal can be made accessible, and encoded, or technologically 
compressed, and then reproduced as simulation. The hyperreal aims for a 
mediated sense of reality in which the image appears to be 'more real' than the 
real object or experience through the emerging technologies of image production. 
This is what Giddens (1991) calls a `reality inversion'. 90 
As Stewart Brand (1998) points out: 
89 Borgmann, Albert, Crossing the Postmodern Divide. Chicago: University of Chicago Press, 
1992, quoted from: Purser Ronald E., cited from: 
http: //online. sfsu. edu/-rpurser/revised/pages/DROMOLOGY. htm. 09/06/07 
90 Giddens, Anthony, Modernity and Self-Identity: Self and Society in the Late Modem Age. 
Stanford, Calf.: Stanford University Press, 1991, quoted from: Purser Ronald E., ibid 
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"File formats quickly become obsolete, and even the physical media for data 
storage - such as disks and tapes - lose their integrity in 5 to 10 years. 
Books may not be consigned to museum display cases, but may gradually 
fade out as the medium of choice as digital technologies take 
ascendancy. "91 
The trend toward the hyperreal was intimated by Heiddeger's analysis of the 
modern age, which he described as the "age of the world picture". Heidegger 
noted that: 
"the world picture, when understood essentially, does not mean a picture of 
the world, but the world conceived and grasped as picture. , 92 
His analysis suggested that what was considered real was now completely 
determined by our own collective representations, which we unconsciously 
impose upon the world in order to increase our capability for control and power. 
Heidegger explains: 
" 
... to represent means 
to bring what is present at hand [das Vorhandene] 
before [or in front of] oneself as something standing over against oneself, ... 
and to force it to remain in this relationship.... Therewith, man sets himself 
up as [the godlike arbitrator] of the setting in which whatever is must 
henceforth set itself forth, must present itself, i. e., be the picture. , 93 
In fact, 'Cyberspace' and digital technologies have expanded our capacities. In 
91 Brand Stewart, Written on the Wind, Civilization Magazine, 1998, quoted from: Purser Ronald E, 
ibid. 
92 I bid. 
93 Levin, David Micheal, The Opening of Vision: Nihilism and the Postmodem Situation. London: 
Routledge, 1988, p. 119. 
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hyperreality. `Being' is simulated presence and emerges from images which are 
coded and engineered and reproduced for mass consumption. Since the 
appearance of the new digital media, the world as picture could literally become a 
reality as an image by thinking of the world as information. 
4.7 Substantival (Absolute) and Relational Theories of Space 
With Newton (1642-1726) and Leibniz (1646-1716) as the two key proponents, 
philosophy has traditionally viewed questions about the nature of space in terms 
of the dichotomy between substantivalism (absolutism) and relationalism. There 
are two questions. Does anything exist beyond spatial relationships between 
entities, something in which those existences inhere, for example, absolute space? 
Or does our concept of space generalize nothing more than those existences and 
the spatial relationships between them? Paul Teller (1991) states the dichotomy 
well: 
"Is [space] a substance, a collection of particulars ('points', or 'regions'), 
existing independently, and providing an objective framework of spatial 
reference ('substantival ism')? Or should we say that substantival space is an 
illusion, there being nothing more than the spatial relations holding between 
physical objects or events ('relationalism')? "94 
Newton (quoted in Lacey, 1970) 95 clearly states his substantivalism in the 
Principia (1972) 96: 
94 Teller, P., Substance, Relations, and Arguments About the Nature of Space-Time. Philosophical 
Review 100,1911,363-97. 
95 Lacey, H. M., The Scientific Intelligibility of Absolute Space: A Study of Newtonian Argument. 
British Journal for the Philosophy of Science 21,1970,317-42. 
96 The Principia: was one of the first books of modern science associated with the work of 
Copernicus, who showed evidence that the Earth was not the centre of the universe. Newton 
(1642-1726) presented the idea how gravity produces the forces and movements from the motions 
of the planets to the falling of an apple from a tree, cited 
from, 
http: //www. hno. harvard. edu/gazefte/1999/10.21/newton. htmi. 06/09/07. 
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"Absolute space, in its own nature, without relation to anything external, 
remains always similar and immovable. Relative space is some moveable 
dimension or measure of the absolute spaces; which our senses determine 
by its position to bodies, and which is commonly taken for immovable space; 
such is the dimension of a subterraneous, an aerial or celestial space, 
determined by its position in respect of the earth. Absolute and relative 
spaces are the same in figure and magnitude; but they do not remain always 
numerically the same. , 97 
And Leibniz makes, in a similar way, a case for his relationalism in his third letter 
to Clarke (Alexander, 1956): 
"... I hold space to be something merely relative... I hold it to be an order of 
coexistences, as time is an order of successions. For space denotes in terms 
of possibility, an order of things which exist at the same time, considered as 
existing together; without enquiring into their manner of existing. And when 
many things are seen together, one perceives that order of things among 
themselves. , 98 
Bryant (2001) 99 concludes that points of difference between Newton's 
substantivalism and Leibniz's relationalism that are most relevant to the concept 
of cyberspace as discussed here are: 
97 Newton's Scholium on Time, Space, Place and Motion, Scholium to the Definitions in 
Philosophiae Naturalis Principia Mathematica, Bk. 1,1689; trans. Motte Andrew, 1729, rev. Florian 
Cajori, Berkeley: University of California Press, 1934. pp. 6-12, cited from. 
http: //plato. stanford. edu/entries/newton-stm/scholium. html. 15/06/07. 
98 Alexander, H. G, The Leibniz-Clarke Correspondence, New York: Philosophical Library, 1956, p. 
25-26. 
99 Bryant Rebecca, WHAT KIND OF SPACE IS CYBERSPACE?, ISSN 1393-614X Minerva - An 
Internet Journal of Philosophy Vol. 5,2001, cited from, 
http: //www. ul. ie/-philos/vol5/cyberspace. html, 04/05/07. 
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1. "Substantivalists believe that there are two kinds of irreducible spatial 
entity - purely spatial positions or places in absolute space, and physical entities 
which do or can occupy those positions or places. Relationalists believe that the 
only spatial entities are physical objects. " 
2. "Even if there were no physical objects, space would still exist; but physical 
objects cannot exist without space (they need a place in which to exist), according 
to substantivalism. Since space simply comprises physical objects and the 
relations between them, the annihilation of all physical objects would mean the 
annihilation of space, according to relationalism. " 
3. "From the substantival point of view, space neither affects nor is affected by 
(enters into causal relations with) physical objects. For the relationalist, all 
physical objects can enter into causal relations. "10° 
4.8 Cyberspace as either Substantival or Relational? 
As an artist, the author has been thinking about what might Newton and Leibniz 
have said about cyberspace? The author assumes some arguments for the rough 
conceptual equivalence of space and cyberspace. The questions are. Can 
cyberspace be characterized as either substantival or relational? Or can 
cyberspace exist as an independent entity beyond those entities which it 
accommodates? 
Cyberspace consists of networks of linked computers, the real space being the 
storage in which information resides, the cable network via which that information 
is transmitted, and engages with the software which enables transmission. The 
question arises: What are the objects which exist in cyberspace? The information 
elements such as email, websites, files, and bulletin boards comprise the cyber 
100 Three points are from the same quotations, cited from, 
hftp: //www. ul. ie/-philos/vol5/cyberspace. htmi. 04/05/07. 
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objects of cyberspace. We may be able to determine whether cyberspace is 
absolute or relational by following Bryant101: 
1. There are absolute positions in cyberspace beyond the cyber objects which 
occupy those positions; although there are no emails when we log on; there still 
exist the potential for emails to be stored. 
2. Does cyberspace exists in the absence of cyber objects? If we destroyed 
all computer storage without any cable connections, we would also destroy all 
cyber objects. Electronic information is intimately dependent on the cyberspatial 
medium and can neither exist nor be transmitted in its absence. Therefore, cyber 
objects rely on cyberspace, but cyberspace does not rely on cyber objects. 
3. When we think about the question: Can cyberspace enter into causal 
relations with cyber objects? The point 2 above has answer: cyberspace is the 
medium of cyber objects and is responsible for their existence. Cyberspace 
permits the transmission of electronic information from point A to point B and it 
enables the appearance of cyber objects on our computer screens. When we 
access a specific website, that object is taken from storage, and then sent through 
cyberspace and presented on our screens as the author originally planned. 
Cyberspace therefore allows for the deconstruction and reconstruction of cyber 
objects. 
Is cyberspace as either absolute or relational? The arguments above do not give 
us a certain answer, although it seems to favour an absolute interpretation. 
Cyberspace separate two important characteristics of substantival space: (a) two 
types of irreducible cyberspatial entities exist; these are cyber objects and places 
within cyberspace. (b) Cyberspace is able to exist in the absence of all information, 
yet cyber objects rely on cyberspace for their existence. Newton states that: 
101 Bryant Rebecca, WHAT KIND OF SPACE IS CYBERSPACE?, ISSN 1393-614X Minerva - An 
Internet Journal of Philosophy Vol. 5 2001, cited from, 
http: //www. ul. ie/-Philos/vol5/cyberspace. html, 04/05/07. 
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"absolute space is a physical reality, yet he insists that it neither affects nor is 
affected by the objects within it. This sounds like a contradiction in terms, 
since causal power constitutes one of science's primary means of 
determining whether or not something is real. "102 
Take ghosts as an example. Some people say ghosts are existential. Yet no 
evidence can be found by the scientific method that supports the hypothesis that 
such spirits enter into causal relations with the material world. Therefore from a 
scientific point of view, ghosts are not real and do not exist. Thus, it appears as if 
the difficulty is with Newton's conception of absolute space, rather than with the 
implication that cyberspace might be absolute. 
4.9 Einsteinian Space-Time 
With Einstein's "Special Theory of Relativity"103, conceptions of space and time, 
took on a new signification. "The Special Theory" relies on two basic hypotheses- 
"(1) All observers, whatever their state of motion relative to a light source, 
measure the same speed for light; and (2) The laws of physics are the same 
for all inertial frames. And, as Einstein showed, certain relativistic effects flow 
directly from these two postulates. "104 
Specifically, the "Special Theory" introduces the importance of observer 
dependence into our comprehension of space and time. Einstein states (1952) 
that we must "entirely shun the vague word `space`, of which ... we cannot 
form 
102 Ibid, p. 147. 
103 Einstein Albert in his article On the Electrodynamics of Moving Bodies, which proposed the 
"special theory of relativity" in 1905. Einstein's theory generalized Galilean relativity from only 
mechanics to all laws of physics including electrodynamics. Einstein not only broadened the 
postulate of relativity, but added the second postulate, that all observers will always measure the 
speed of light to be the same whatever their state of uniform linear motion is. 
104 Bryant Rebecca, p. 147. 
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the slightest conception" and replace it by "motion relative to a practically rigid 
body of reference" (or "system of coordinates"). 105 
He uses an example about someone throwing a stone from the window of a 
uniformly moving train in explanation. From the position of an observer on the 
train, it looks as if the stone falls in a straight line. From the position of an observer 
on the embankment, it looks as though it falls in a parabolic curve. He states that: 
"The stone traverses a straight line relative to a system of coordinates rigidly 
attached to the carriage, but relative to a system of coordinates rigidly 
attached to the ground ... 
it describes a parabola. " 106 
Thus there is "no such thing as an independently existing trajectory . 
"107 It is all in 
the eye of the observer. 
Einstein proposed that it is our notion of absolute simultaneity, which is mistaken, 
the idea that two events judged simultaneous by one observer will be judged 
simultaneous by all. Assume that two flashes of lightning strike the railway track at 
two points A and B. An observer on the embankment may see them as 
simultaneous. Yet, to an observer on the train that is travelling towards the light 
coming from B and riding ahead of the beam coming from A, it will appear that 
flash B happened before flash A. Einstein concludes: 
"Every reference body ... 
has its own particular time; unless we are told the 
reference body to which the statement of time refers, there is no meaning in 
the time of an event. "108 
105 Einstein, A, Relativity: The Special and the General Theories. (15th edition) London: Methuen, 
1953, p. 9 -10. 
106 Bryant Rebecca, WHAT KIND OF SPACE IS CYBERSPACE?, ISSN 1393-614X Minerva - An 
Internet Journal of Philosophy Vol. 5 2001, cited from, 
http: //www. ul. ie/-philos/vol5/cyberspace. html, 20/05/07. 
107 ibid, p. 10. 
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His work illustrates not only that space and time is observer dependent, but also 
that space and time must be considered together, rather than treated as two 
separate media. The idea of a purely spatial separation between events is 
ambiguous, because any such distance will be measured differently by observers 
in different states of motion, and the time that elapses between two events will 
also depend on the observer's state of motion. The universe illustrates space and 
time with a continuum in both spatial and temporal dimensions. According to the 
well-know pronouncement of Minkowski (1864-1909)109: 
"Henceforth space by itself, and time by itself, are doomed to fade away into 
mere shadows, and only a kind of union between the two will preserve an 
independent reality. "110 
4.10 Kantian Interpretation of Spatial Relations 
In Kant's philosophy, spatial relations are mind-dependent. Our notion of the 
universe, as expanded spatially beyond ourselves is not a feature of reality, but is 
distinctly a function of the a priori scheme which we apply to reality and through 
which we interpret reality: 
"Space is not an empirical concept which has been derived from outer 
experiences. For in order that certain sensations be referred to something 
outside me ... and similarly 
in order that I may be able to represent them as 
108 ibid, p. 26. 
109 Minkowski Hermann (1864-1909), Russian-born German mathematician, who worked on the 
properties of sets in multidimensional systems, and provided the concept of four-dimensional 
space-time, which was the fundamental for Einstein's general theory of relativity. 
110 Newman J. R. (ed. ), The World of Mathematics, New York: Simon and Schuster, 1956, cited 
from, 
http: //www. math. ucr. edu/home/baez/physics/Relativity/SR/TwinParadox/twin_spacetime. html. 
01/05/07. 
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outside and alongside one another ... 
the representation of space must be 
presupposed. ""' 
As space is merely presented as a schema which makes possible our experience 
of a world external to us, then if space is separated from the schema it "stands for 
nothing whatsoever"112. Space for Kant, is "empirically real", but "transcendentally 
ideal". 
Due to the difficulty of imagining or experiencing cyber objects in the absence of 
cyberspace we do not recognise cyberspace as an a priori schema necessary for 
our experience, but incorrectly attribute cyberspace to the world-in-itself. Kant 
insists that: 
"We can never represent to ourselves the absence of space, though we can 
quite well think of it as empty of objects. "' 13 
This may be the reason that the Newtonian ideas about absolute space look 
convincing when applied to cyberspace. 
"Perhaps my suggestion is that cyberspace remains, even after the annihilation of 
all cyber objects, reflects my a priori structuring tendencies. "' 14 
Yet cyberspace depends on human constructs more than the Kantian analysis of 
physical space proposes. People are responsible for the creation and 
maintenance of the existence of cyber objects and space. Everett-Green (1996) 
clams that: 
Kant, 1, Critique of Pure Reason, (Trans. N. Kemp Smith) Basingstoke and London: Macmillan, 
1929, p. 68. 
112 ibid, p. 71. 
113 ibid, p. 68. 
114 Bryant Rebecca, Minerva- An Internet Journal of Philosophy 5,2001: 138-155, p. 153. 
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"The Internet depends upon its users to supply and share content and to act 
cooperatively to aid its dispersal. " 115 
People are responsible for making information available, for improving and 
speeding up technology, for keeps information flowing and knowledge growing, 
and for censoring inappropriate material etc. Therefore, without these ongoing 
human activities, cyberspace and cyber objects are meaningless. And this is 
something which never happens with the multiple objects in physical space like 
mountains, rocks, stars, and electrons etc; whatever kind of a priori schema we 
have for individuating these objects. Cyberspace depends on human control and 
construction in a way that goes beyond any kind of subjectivist elucidation of 
physical space. 
4.11 Conclusion 
Bryant (2001) has argued that: 
"Cyberspace can be broken down into the four sub-concepts, place, distance, 
size and route and that our understanding of cyberspace is (roughly) 
equivalent to our understanding of physical space. , 16 
She claimed that cyberspace is not entirely similar to physical space, nor that 
cyberspace can be comprised under one particular theory of physical space. We 
have discussed that cyberspace possesses features associated with each of the 
theories covered in this chapter: substantival, relational, Einsteinian and Kantian, 
while in fact being surrounded by other features far beyond the scope of any of 
115 Everett-Green, R, Computers and Information Systems: Special Report, Britannica Online, 
1996, p. 2, cited from: hftp: //www. eb. com: 180/cqi-bin/g? DocF=boy/96/JO2670. 
html. 12/06/07. 
116 Bryant Rebecca, WHAT KIND OF SPACE IS CYBERSPACE?, ISSN 1393-614X Minerva - An 
Internet Journal of Philosophy Vol. 5,2001. Cited from, 
http: //www. uI. ie/-philos/vol5/cyberspace. html. 12/06/07. 
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these theories. This discussion suggests that cyberspace represents a new 
medium which allows us to communicate and comprehend in ways never before 
imagined. 
Cyberspace depends on software, hardware, cables, and routers etc, for its 
existence, and thus depends on physical objects existing in physical space. 
Cyberspace is intimately connected with the physical world. In fact, this intimate 
connection between the two also represents a fundamental difference. 
This chapter has explored aspects of the new spatial relationship between 
cyberspace and physical space and related traditional philosophical arguments 
about physical space to cyberspace in order to illuminate the nature of 
cyberspace. Artists today are creating a new genre of art by using the Internet as 
a tool to exploit this different notion of space. 
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Chapter 5 Historical Aspects of New Media Art Works 
5.1 Introduction 
As discussed in the previous chapter, space and time have a history, and space 
has always been the preferred place of art. It has taken a very long time for time 
itself to become an element in the visual arts. 
In the early 20th century, avant-garde movements, in particular Dada and Futurism, 
mixed new media, such as sound, dance and the cinematic process with 
traditional painting and sculpture. Later experimental cinema, introduced the 
temporary element in the 1930s, which then can be linked with performance art in 
the 1960s. But it was video that would first introduce time into the visual arts arena. 
The historical overview of this chapter traces the major movements of visual 
culture from the 1960s, and helps to gauge how the notion of time has been the 
object of successive developments, as much in the use made of it by artists as in 
the way it has been received. 
The critical exploration of the phenomenon of television in the 1970s, which was 
connected with a temporal and media-based definition of the subject, evolved 
towards a means of deconstructing the representational codes of the great 
historical genres (photography and film). It has contributed to the formulation of 
new narratives involving both reference to film and to modern forms of image, and 
to distributed information, as transmitted across networks and appearing on 
computer screens. 
What do we understand by the term "new media"? What does it actually cover? 
According to the theorist, Lev Manovitch (2001), in his work "The Language of 
New Media1117 , 
New Media certainly includes digital media (videotapes and 
117 The book of Manovich Lev, The language of New Media, MIT Press, Boston, London, 2001. 
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soundtracks, CD ROMs, hard drive, websites, etc. ), and it also covers 'old media' 
such as cinema, that has been digitised for broadcasting purposes. 
In this thesis, as New Media art is a wide topic, the author would like to consider it 
from two viewpoints: 
1. the typology of installations in New Media art. 
2. the spatial aspect of installations. 
5.2 The Typology of Installations in New Media Art 
In the history of art from 1963 to the present day, it is important to mention the 
typology of art works. The order of this typology is generally chronological. 
However, the development of installation art is narrated by its aesthetic concepts 
as well as by the new inventions of technological transformations. Nevertheless, 
we have no intention of presenting a materialistic history of New Media here. 
Although we cannot deny these inventions of technology, aesthetic concepts are 
important in art history. Equipment, such as television, the video/camcorder, video 
projectors and plasma screens, computers, and so on, which have all been used 
by artists, has indeed modified the configuration of art works and their aesthetic in 
art history. 118 
5.2.1 Televisual Art Works for the Gallery Space 
During the 1960's artists received commissions from American television 
channels such as WGBH, WNET amongst others, and also from French television 
companies (SFP, INA) and German channels (WDR) and artistic videos were thus 
being televised at a time when the art world was predominantly interested in 
kinetic art and discovering the effects of electricity. 119 
118 See overview of the book of Rush Michael, New Media in Late 2dh - Century Art, Thames & 
Hudson world of art, London, 1999. 
119 See the historical review from, Catalogue of New Media Collection 1965-2005 Centre 
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Fig. 5-1 Nam June Paik, "Exhibition of Electronic Music", Wuppertal, Germany, 
Galerie Parnass, 1962. 
Fig. 5-2 Nam June Paik, "Participation TV - Reconstruction" (Biennale Lyon 1995), 
1963 - 1966. 
Pompidou, Taipei Fine Arts Museum, 2006, p. 23. 
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Fig. 5-3 Nam June Paik, "Moon Is The Oldest Television", Reproduction 1996 
Courtesy: National Museum of Contemporary Art, Korea, 1965-67. 
Fig. 5-4 Nam Jun Paik, "Magnet TV, 1965, The Worlds of Nam June Paik", New 
York (Etats-Unis) Solomon R. Guggenheim Museum, 2000. 
Meanwhile, the artist Nam Jun Paik began, in 1963, to introduce televisual art 
work into the gallery space (Fig. 5-1). In 1969, in the exhibition of "TV as a 
Creative Medium", Paik presented televisions deprived of their original functions 
but given an artistic function. Eleven televisions were tuned into programmes 
designed by the artist who modified the initial image and original sounds and 
reduced them to a mere point, to a line, or to a crescent moon. It also allowed the 
audiences to participate in elaborating the image or sound (TV participation) (Fig. 
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5-2). Most of the images were abstract and minimal forms. 
Paik's collection "Moon is the Oldest TV' (Fig. 5-3) was one of the pioneers in `TV 
installations' during this period. This was an installation comprising 12 to 17 
television sets placed on pedestals in a darkened room. Each set displayed one 
phase of the moon, produced by distorting the display using a magnet placed on 
the cathode ray tube at the back of each television. This art work was silent and 
extremely minimal in form. This installation interpreted Zen aesthetics as the 
Fluxus120 movement and Minimalism121 contemporary art (Fig. 5-4). 
Fig. 5-5 Matthieu Laurett, "Apparition: The Today Show, NBC", Installation, Goofy 
signs, TV set, wall bracket, video, duration: 1 min. 01 looped. Variable dimensions, 
December 31,2004. 
Even today, artists continue with their manipulation of television media in galleries. 
For instance, Matthieu Laurette (2004) transformed televised images in his 
performance and combined them together to present them in the exhibition space 
(Fig. 5-5). 
120 Fluxus, meaning "flow", is a Latin word. Fluxus was an international network of artists, 
composers and designers who aimed to engage in different media and disciplines in the 1960s. 
Fluxus was coined by an artist Dick Higgins in his famous 1966 essay. 
121 Minimalism is often interpreted as a reaction against Abstract Expressionism and as a bridge to 
Postmodern art practices. A specific movement in the visual arts of the late 1960s and early 1970s, 
it is identified with developments in post-World War II Western Art. 
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5.2.2 Closed Circuit Television 
Closed circuit television (CCTV) represents a major element of installations in the 
1970s, frequently associated with a constructed space. Here, projection is tried 
out in all its possible forms: on a single screen or as a multi-projection, on a 
screen- surface or on a screen-volume, small or very large, at a distance or all 
around. The technical apparatus may be visible or concealed. Some approaches 
are heterogeneous and mix projection on to objects with displays on monitors. 
Some parameters of the work - the number of monitors or the scale of 
projection - may left to the curator and may depend on the spatial and financial 
constraints of the exhibition. 
Each installation uses space in different ways. It may allow some autonomy or 
there may be a clear prescription after a critical assessment of the actual 
exhibition venue or gallery. Each installation is also has a specific duration - in 
objective time, subjective time, and mnemonic time - all produced by repetition in 
loop form, or by a recording of what happens in the closed-circuit form. 
Minimalist artists use CCTV and control the monitors to create a sense of space 
for the spectator, who is encouraged to perform bodily movements in an 
interactive space. The monitor or video projector is connected to the camera that 
makes a recording of the spectator and re-transmits an electronically manipulated 
version of the image (inverted, delayed, shifted, spatially distorted etc. ). In 
subsequent developments the image is neither drawn, mounted or pre-recorded, 
it only exists as a consequence of actions performed by the spectator. 
"When the observer sees his or her image immediately projected and 
incessantly repeated on the screen in this infinite temporality", wrote Dan 
Graham, "it creates a connection between his or her own perceptions and 
mental state. [... ] The recurrence creates a process of permanent knowledge 
7, 
and a subjective sense of extendable time. "122 
Some examples are Going around the Corner Piece (1970) by Bruce Nauman 
(Fig. 5-6), Interface (1972) by Peter Campus (Fig. 5-7) from the same period and a 
work conceived in 1974 by Dan Graham himself, Present continuous Past(s) 
(Fig. 5-8). The first two lead the spectator into a perception of spatial experience 
and the last into an experience both temporal and spatial. Nam June Paik 
(1932-2006) made various versions of TV Buddha (Fig. 5-9). These are video 
installations comprising a Buddha, a surveillance camera filming the statue and a 
monitor in which the Buddha stares at himself. The first TV Buddha was made in 
1974 and exhibited in the Stedelijk Museum in Amsterdam. After this, many artists 
continued to use surveillance cameras in more and more complex works, artists 
such as Renaud Auguste (Fig. 5-10), Dormeuil, Julia Scher (Fig. 5-11), Tony 
Oursler (Fig. 5-12). These installations recalled `the white cube' of minimalism and 
transformed it into diverse forms in order to present a new genre of art that 
combined the white gallery space with audiovisual equipment and audience 
participation. 
Fig. 5-6 Bruce Nauman, "Going Around the Corner Piece", 1970. 
122 Graham Dan, Video in Relation to Architecture, Video Feedback 11, in Doug Hall Sally Jo Fifer, 
Illuminating Video, An Essential Guide to Video Art, Aperture, New York, 1990. Quoted from, 
Catalogue of New Media Collection 1965-2005 Centre Pompidou, Taipei Fine Arts Museum, 2006. 
p. 25. 
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Fig. 5-7 Peter Campus, "Interface", 1972,1998. 
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Fig. 5-8 Dan Graham, "Present Continuous Past(s)", 1974. 
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Fig. 5-9 Nam June Paik, "TV-Buddha", 1974. 
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Fig. 5-10 Renaud Auguste, "Contre-Projet Panopticon", France, 2001. 
Fig. 5-11 Julia Scher, "Superdesk", installation, steal table with two monitors, video 
camera, chair, video printer, 206 x 135 x 118 cm, Neue Galerie am 
Landesmuseum Joanneum, Graz, 1993/2001. 
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Fig. 5-12 Tony Oursler, "Dum-Dum, Metalbreath, Wadcutter", Galleria Emi 
Fontana, 28 May - 28 July, 2007. 
5.2.3 Monitor - Object 
This 'television form' developed into the `monitor form", frequently used in 
cinematic art. Vito Acconci, in his work Remote Control (1971) (Fig. 5-13), placed 
two monitors on pedestals facing each other, on which videos were shown 
conversing with each other. 
In 1986, Bruce Nauman (Fig. 5-14) used the screen wall to model the wall of 
televisions often shown in shops, Violent Incident, presented a complex montage 
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Fig. 5-13 Vito Acconci, "Remote Control", 1971. 
of numerous filmed scenarios. 
Gary Hill took one step further, in his 1988 production at the Centre Pompidou of 
Disturbance (among the Jars) (Fig. 5-15). By dismantling the monitors he released 
them from their framework so that the image became more visible than when 
merely shown on the screen. His video installation Inasmuch As It Is Always 
Taking Place (1990) (Fig. 5-16), which comprised 16 small, stripped down images 
on monitors set in a gallery space displaying a synchronized presentation of 
various parts of his own body. 
Fig. 5-15 Gary Hill, "Disturbance (among the jars)", adaptation in collaboration with 
George Quasha, Seven-channel video/sound installation, 1988. 
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Fig. 5-14 Bruce Nauman, "Violent Incident", 1986. 
Fig. 5-16 Gary Hill, "Inasmuch As It Is Always Already Taking Place", Installation: 
Sixteen videos (black-and-white, sound), Sixteen black-and-white TV tubes and 
wires, Recessed in a wall 42" (106.7 cm) from the floor, overall 16 x 53 3/4 x 68" 
(40.6 x 136.5 x 172.7 cm), 1990. 
The `monitor' form developed a genre with an aesthetic between sculpture and 
installation art. It presented a new form more like `sculpture' spatial art work than 
'installation art', and involved the audience as participant(s). 
5.2.4 Dark Room with Projection 
The arrival of the video projector on to the market changed the artist's concept of 
the medium in audiovisual art work. In the past, only cinematographic films and 
photographic slides could be projected in rooms, provided the rooms were dark, 
and it was also a projectionist on hand to reload the film each time it ended. 
Later James Coleman (1941)123 invented audio slide shows projected in dark 
rooms, isolating the art work from other rooms, and also providing different views 
and experiences allowing the audience to participate in an art work that offered a 
particular spatial experience (Fig. 5-17). 
123 James Coleman (1941), an Irish installation and video artist combined slide-tape works: 
sequences of still images fading one into the other with synchronized sound. 
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Fig. 5-17 James Coleman, "Projected images", 1972-1994. 
The requirement, in the past, of darkness in order that images could be seen was 
a limitation for the artist producing projection art work. 
There are several different modes of presentation of projection art: for example, a 
single projection on to a 2x4m screen with either simple or complex sound 
tracking; or a double projection on to two screens or two walls. Artists who have 
cinematographic background often like to use projection onto a triptych screen or 
even use several synchronized projections for a complex montage or conceptual 
124 narrative 
a. Single projection 
Many artists, like Javier Penafiel, David Claerbout, Joao Onofre and Salla Tykkä, 
chose to project their art works on to the white wall of a darkened room. The 
soundtrack accompanying such a projection involves the audience/listener in a 
way that establishes a very personal contact between them and the art work itself. 
It attempts to create an intimate and special relationship between the audience 
and the art work rather than the audience simply paying attention to the image 
and the sound. 
124 Some film directors /visual artists like Anthony McCall, Michael Snow, and Chantal Akerman, 
tried to incorporate cinematographic film with projection art into exhibitions and galleries. 
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There have been many examples of this form of art work produced during the past 
twenty years. After James Coleman, artists interested in the decomposition of 
cinematographic structures often used a darkened room. Images are usually 
projected on to a vertical surface in front of the audience but artists such as Vito 
Acconci in Body Bilding in the Great North-West (1975-1993), or Mona Hatoum, in 
Corps etranger (1994), projected on to a screen placed horizontally in the floor 
inviting the audiences to walk on to the image. 
b. Multiple projections 
In order to render montage criteria more complex, and to increase audience 
participation, artists have used two or three, even six or ten projections when they 
wanted to completely surround the audience. 
Projection needs a dark room, the 'black box' as a replacement of the Minimalist 
'white cube'. This new genre of video installation art has now settled into art 
history. Cinematic art has a narrative structure, with the spectator passive and 
immobile. The screen is fixed in the room facing the spectator. On the other hand, 
video installation can have more interaction with its audience and can be installed 
in more various and complex ways. 
Double projections can run side by side, producing two images continually and 
simultaneously, creating a `nexus' which allows the audience to be `fused' into 
the work. The director Abel Gance introduced the notion of multiple projections in 
his famous film Napoleon (1927). Most of the artists using multiple projections 
began their careers in cinematic art. 
Doug Aitken's Electric Earth (1999) presented at the 48th Venice Biennale, used 
several projections in different spaces so that the audience had to view the whole 
exhibition in order to piece together the narrative of the work. Later, in 2002, Doug 
Aitken in his New Skin (Fig. 5-18) invited the audiences to walk around four 
screens connected to a central axis. Again, there was no way in which the whole 
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installation could be viewed at one. 
Fig. 5-18 Doug Aitken, "new skin", 4 projections on to elliptical, x-screen video 
installation, dimensions variable, 2002. 
In this multiple-screen installation art, the unconventional montage aims to 
surprise the audience, yet it does not mean that stories - narratives - are not the 
important feature of video installation works. 
5.2.5 Hybrid Installation Art Works 
Artists use painting, sculpture, video, installation and sound integrate video into 
hybrid installation art works composed of objects as diverse as painted canvasses, 
sculptures, artefacts, drawings, sound, and so on. 
One of the first artists who attempted to mix video with other objects was Nam Jun 
Paik who created Video fish (1979-1992) (Fig. 5-19), a collection of monitors 
hidden behind aquariums of live fish, positioned in a gallery space between 
paintings hung on the walls and set among various pieces of sculpture. Using this 
mix of nature and electronics, he later created another art work - TV Garden 
(1974) (Fig. 5-20) - in which he brought tropical plants and other elements to 
make an oriental garden in the gallery, and installed TV monitors among the 
plants displaying images from various sources. 
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Fig. 5-19 Nam June Paik, "Video fish", Video Installation, Dimensions: 3,70 mx1, 
00 m, 1979-1992. 
Fig. 5-20 Nam Jun Paik, "TV Garden, 1982 version", Single-channel video 
installation with live plants and monitors; colour, sound; variable dimensions, 
Collection of the artist, The Estate of Peter MooreNAGA, NYC, 1982. 
Later, several performing-art artists and installation-art artists tried to use monitors 
and projections in the exhibition space, producing works such as The Poetics 
Project (1977-1997) in which artists Mike Kelley and Tony Ourslaer projected 
electronic images on to sculptures and paintings, and also incorporated poetic 
music in order to make this a spectacular project. This art work probably was the 
most representative project of hybridization and the mixing of genres. 
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Tony Oursler's We Have No Free Will (1995) (Fig. 5-21) employed this theme in 
his art work, projecting in various sizes and shapes images of people's heads and 
other body parts on to parts of screens, or even on to the gallery itself and the 
building, using the exterior spaces and shapes in order to make the connection 
between the private and the public space, between art and the general public. 
on W111 - 
AWk, 
Fig. 5-21 Tony Oursler, "We Have No Free Will", 1995. 
5.2.6 The Parameters of Sound 
Sound does not feature very often in the story of contemporary art. Since the 
1970s, however, artists have considered aural texts, sound and music as an 
integral part of art. In Passage (1987) Bill Viola uses the sound that accompanies 
the images of a children's party, which he filmed in slow motion to establish the 
abstract theme of the work. Spoken poetry and montage play an important role in 
the work, of Gary Hill and Bruce Nauman. For instance, they wrote the actors' 
scripts in Good Boy (2003), which became fundamental to the scenario. 
5.2.7 The Plasma Screen 
Recently, the arrival of plasma screens, directly installed on the wall, has 
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encouraged certain artists such as Sam Taylor-Wood and Bill Viola to create art 
works specifically suited to the technology. Images on a plasma screen appear to 
us as an imitations of paintings (portraits or landscapes), suitable for any space. 
Some exhibitions hang plasma screens in amongst paintings and sculpture, 
mixing electronic art and traditional painting. 
5.2.8 Performance Projection 
Performing-art artists often accompany their live performances with 
cinematographic or video projections. During the 1970s Dan Graham filmed a 
sequence of musical performances of Glenn Branca and made a live recording of 
the musician in order to retransmit the images and sounds to the general public 
just a few seconds behind. Experimenting with these kinds of installations for 
performing art can offer reflections on time and space. 
In addition, in 1965, Nam June Paik organised musical performances with 
Charlotte Moorman, playing a cello equipped with monitors displaying images of 
films by the Korean artist, transmitted using closed circuit television. Thus, the 
artist connected the electronic art and the performance to create a new form of art 
genre. 
5.2.9 Sample of Artist Projection Art 
Site-Specific projection artworks (site specificity projection-art) in relation to this 
research will be discussed subsequently, and are classified into two areas: 
Contemporary art / culture- Spaces and Sites, and Cyberspace. This is a novel 
discipline which merges the performing arts and site-specificity. 
A. Spaces and Sites: 
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Fig. 5-. 22 Robert Whitman, "Prune Flat", performed at the Filmmarker's 
Cinematheque, New York, 1965. 
Fig. 5-23 Robert Whitman, "Prune Flat", performed at the Filmmarker's 
Cinematheque, New York, 1965. 
Robert Whitman (b. 1935) featured live perfomers interacting with filmed images 
which were projected onto the performers and onto screens behind them. ( Andy 
Warhol have pioneered this with the band he created :" The Velvet Underground" 
in 1966, onto which he projected his art films, during their performances. 125) 
125 At the beginning of 1966 Warhol began his collaboration with a group of musicians calling 
themselves the Velvet Underground and introduced them to actor/singer Nico. Warhol took the 
idea of multimedia performance incorporating his film-work and superstars into the Exploding 
Plastic Inevitable": it was a "happening" featuring live music and performance, multi-screen film 
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Whitman was more interested in "the separation between the audience and the 
stage, which I tried to keep and make even stronger' 126. In this Whitman's earlier 
pieces such as Prune Flat ( Fig. 5-22.23), two girls are show on the film walking 
across the screen, while the same girls walk simultaneously across the stage; an 
electrical company's flickering warning light, which by chance formed part of the 
film footage, was duplicated on stage. Other transformations of film images into 
live ones were created through the use of mirrors as performers who matched 
themselves against the screen images. Subsequently time and space became the 
central features of the work, with the preliminary film made in the 'past', and the 
distortions and repetitions of past action reoccuring in present time on the 
stage. 127 
Fig. 5-24 Joan Jonas, "Funnel", Performance at The kitchen", New York, 1972. 
projection and elaborate light shows. 
126 Goldberg RoseLee, Performance Art: From Futurism to the Present Thames & Hudson; Rev 
Sub edition, June 2001, p. 137. 
127 ibid, and Rush Michael, New Media in Late 2d"-Century Art, 
Thames & Hudson World of Art, 
London, 2001, p. 40. 
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Joan Jonas (b. 1936) has worked with media and performance from the 1960s to 
the present day. Whilst a graduate student in New York, she participated in dance 
workshops with the Judson Church group, which included Trisha Brown, Deborah 
Hay, Steve Paxton, and Yvonne Rainer. Each of them shared a sensibility that 
embraced conceptual, cultural, psychological, as well as performative issues. 
Trained as a sculptor, Jonas was initially attracted by the sculptural elements of 
performance and film. In Jonas' Funnel (1974) (Fig. 5-24) incorporated three 
performance areas, separated by cutains, in which she performed rituals based 
on her interest in magic and the traditions of the native Americans of the American 
Southwest. In one area a live video was projected on a monotor, providing a 
detailed view of her whole performance. In 1987, Jonas created a performance 
'Volcano Saga' (Fig. 5-25) based on a thiteenth-century Icalandic poem. Reflecting 
her interst in the use of the video camera in a performance context. 128 
128 ibid. p. 43-46 
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Fig. 5-25 Joan Jonas, "Volcano saga", 1987. 
Fig. 5-26 Krzysztof Wodiczko, "Works", projection on to the Hirshhorn Museum, 
Hirshhorn Museum and Sculpture Garden, Smithsonian Insititution, Washington, 
D. C. Photography by Lee Stalsworth, October 25,26, and 27,1988. 
Krzysztof Wodiczko ( born in1943), an artist working from Communist Poland In 
the mid-seventies, insisted that " today more than ever before, the meaning of our 
monuments depends on our active role in turning them into sites of memory and 
critical evaluation of history as well as places of public discourse and action. "1291n 
best-known work "Works" (1988)130(Fig. 5-26), Wodiczko projected an ominous 
pair of hands on the Hirshhorn Museum on the Mall in Washington. In this 
projection the hands holding a candle and the other a gun symbolised by the 
rhetoric of hope and fear that had chracterized the presidential campaigns of 
Michael Dukakis and George Bush. 
129 Fineberg Jonathan, Art since 1940 strategies of being, second edition, Laurence King, 2000, 
p. 476. 
130 ibid, p. 477. 
89 
Fig. 5-27 Rafael Lozano-Hemmer, will Bauer and Susie Ramsay, "Displaced 
Emperors( relational Architecture # 2)", 1997. 
Fig. 5-28 Rafael Lozano-Hemmer, will Bauer and Susie Ramsay, "Displaced 
Emperors (relational Architecture # 2)", 1997. 
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Fig. 5-29 Rafael Lozano-Hemmer, will Bauer and Susie Ramsay, "Displaced 
Emperors (relational Architecture # 2)", 1997. 
Fig. 5-30 Rafael Lozano-Hemmer, "Body Movies: Relational Architecture # 6", 
2001. 
Rafael Lozano-Hemmer (b. 1967) defines `relational architecture' as the 
technological actualization of buildings and public spaces with artificial memory. 
Lozano-Hemmer has created a series of relational and intervention architecture 
projects, in which he, Will Bauer and Susie Ramsay expand a physical building 
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into an artificial construct, they equally experiment with the tension between 
physical and virtual architecture. In his project Displaced Emperors (relational 
Architecture # 2) (Fig. 5-28.29), which has show in Linz in 1997, the audience 
triggered the projection of a large animated hand that appeared at the location to 
which they pointed. Moving their hand over the building, participants could 
seemingly unveil its inteirors, which appeared as a projection on the bulding. Thus 
he replaced a familiar physical site with a context that was far from well known, 
and implicated the public in a set of histoirical power relations. 131 
In another project (Body Movies, 2001)(Fig. 5-30) by Lozano-Hemmer, a scenes of 
interactive portraits in a public space, he combined techniques of trompe I'oeil and 
and shadow play. It transformed the Schouwburgplein Square (in central 
Rotterdam) into a 1200-square-metre interactive projection environment. By 
means of robotically controlled projectors located around the square, portraits of 
people from cities around the world were projected onto walls. The piece reversed 
the traditional roles of light and darkness - the basic elements of cinema - in the 
production of projected images, for shadows were necessary for the projections to 
become visible. Depending on how close the pedestrians came to the lights in the 
square, their shadows would be between two and twenty-two metres high. A 
camera-based tracking system monitored the shadows and, once they had 
revealed all the portraits in a given scene, a computer changed the scene to a 
different set of portraits. 
However, the portraits faded out because of the powerful lights placed on the floor 
of the square and became visible only if passers-by threw their shadows onto the 
walls, which made the portraits appear inside their silhouettes. While the project in 
itself has a distinctly performative aspect, it gained new dimensions when people 
repeatedly returned to the site to stage their own gigantic shadow plays. 132 
131 Paul Christiane, Digital Art, Thames & Hudson World of Art, London, 2003. p. 73-75. 
132 ibid, p. 100. 
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Gary Hill utilizes interactive technology in Tall Ships. Visitors to the narrow 
gallery space trigger the projections of images on screens suspended in the 
sapce. Tall Ships (Fig. 5-31) (1992) is an interactive installation consisting of 
multiple projection surfaces, whose images of various people are triggered by the 
entrance of a viewer into the installation room. As the viewer walks in, figures 
appear as if from `nowhere', approaching him and murmuring barely perceptible 
sentences. 133 
133 Rush Michael, New Media in Late 2d"-Century Art, Thames & Hudson World of Art, London, 
2001, p. 145-146. 
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Fig. 5-31 Gary Hill, "Tall Ships", 1992. 
Jean Gallagher is a multi-media installation artist who has combined painting and 
sculpture with computer-generated slide projections and sound. In her installation 
called Kam E Flazh (1988)(Fig. 5-32), he used a computer graphics system to 
paint hundreds of non-objective camouflage patterns and produced by slides. 
Working with a choreographer, she directed four dancers through short 
performances during which sequential slides were taken. Trained as a painter, 
Gallagher uses slide projections as comparative analysis for temporary, 
site-specific two-dimensional colour images that can be seen as a new way to 
think about drawing and painting. 134 
B. Cyberspace: 
'34 Popper Frank, Art of the Electronic Age, Thames & Hudson; New Ed edition, 1997, p. 149-150. 
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Fig. 5-32 Jean Gallagher, "Kam E Flazh", 1988. 
Fig. 5-33 Mariko Mori, "Burning Desire", Glass with photo interlayer, 5 panels, 1 Oft 
x 20ft x 7/8 in (3.04 x 6.1 x 0.02m) overall, 1997-8 
Mariko Mori ( bron in 1967) is a Japanese artist based in New York and Tokyo. 
In his 20-foot- wide Burning Desire ( Fig. 5-33) of 1997-8135, Mori appears as an 
inspirational Buddhist deity levitating in Lotus posit over the earth, the image 
simultaneously recalls Glinda (Good witch) floating down in her bubble in The 
Wizard of Oz. She also replicates herself as four divine, flaming apparitions in 
attendance around the haloed goddess. "This is not a science fiction dystopia of 
futuristic apocalypse but the blissful emptiness to which Buddhists aspire, blended 
into the sublime, plastic superficiality of contemporary culture. " 136 
5.3 Installations in Space 
Gilles Deleuze (1980) claimed that. 
"Even Technology is wrong to regard tools for their own sake: these only 
exist in relation to the mixtures which they make possible and which make 
135 ibid. p. 495. 
136 ibid. p. 495. 
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them possible. A society is defined by its alloys not by its tools. "137 
The concept of installation, an arrangement of unconnected things in space, is a 
commonplace in contemporary art. It encourages relations: relations between the 
visual arts, the artistic act and the space in which it is presented; between the 
artist and those involved in the exhibition and the audience's perception; between 
art and life. 
In this sense the installation is invariably situated more or less in the experimental 
arena, encompassing experiment and performance. It has to do with technology, 
institutions and relations with the public. It forms a space of definition, re-definition, 
and de-definition. It involves its economy, its media coverage, its forms of 
communication, its perceptible and aesthetic models, and its history. It involves all 
these parameters in complex artistic devices which seem more like living bodies 
than inert objects incorporated within a definite form. 
Defining the term video installation must take into account the technical medium, 
the exhibition-based aesthetics: `installation videography' links temporal objects 
and a given space. Contemporary artists make use of the diversity of technical 
media to create video installations. As Benjamin Buchloh (1996) notes in relation 
to James Coleman (1926-1995): 
"The form of presentation represented by the slide show turns out to be an 
ideal device for maintaining the dialectic between the pictorial and the 
photographic, between narrativity and stasis, between the performatory 
modes and the theatrical mode of language" 138 
The device can be either the crucial juncture where we think about a new theme 
137 Deleuze Gilles and Felix Guattari, `Capitalisme et schizophrenie 2- Mille Plateaux', Les 
Editions de Minuit, Paris, 1980, p. 114. 
138 Buchloh Benjamin, 'L'arch6ologie du spectacle de James Coleman', Centre Georges 
Pompidou, Paris, 1996, p. 55. 
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for the video image through reproduction techniques, or a mental process, or the 
history of genres, or parts of all three. So it is the device which must be 
considered, more than the medium, though medium plays a decisive role in the 
device. 
The word "device" is the taken to mean the "arrangement of material elements 
within a mechanism"139, which produces a way of thinking which tries and tests 
the audience's perception of its relationship to objects. This is a term which helps 
to define the artistic proposition as much from the aspect of the artist's concept 
and as from its reception. It keeps the artist's project and the audience together in 
an indivisible relation. 
This relation in the video process is by means of its two principal forms: the 
monitor, and the projection. It changes the relation of time and space that exists 
between art and the public in a specific way. The audiences usually view these 
devices by superficially scanning the collection: the monitor is decreasingly used 
because of its small size; the projector and projection have replaced the monitor. 
a. Video and Film Space 
The moving image always transforms the space it occupies. This transformative 
process has been a crucial principle of film and video installations since their 
beginnings in the mid-1960s. From the early experiments of the sixties to the 
present extensive use of video projection, the spatial issues of video and film 
installation can be said to have evolved through three distinct stages. The first 
stage can broadly be termed the phenomenological, performative stage; the 
second is the sculptural stage; and the third is the current stage, the cinematic. 
These comments are limited to the first and third stage, and to the resonances 
between the two. 
139 See on this subject "Dispositifs", Duquet Anne- Marie, Video, Communications 
48, Le Seuil, 
Paris, 1988, p, 242. 
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"Film and video installation is rarely discussed beyond the parameters of its 
own development, except at the point when it overlapped with performance 
during the seventies. Yet the distinct features of each stage of its maturation 
are inseparable from the wider context of the avant-garde contemporary art 
practice to which it belongs, and the issue of space that emerge is 
remarkably parallel. "14° 
These large projected film images transformed the space into a three-dimensional 
image, a kind of community dream space, or metaphor of spatial expanded 
consciousness. As Gene Youngblood (2000) states: 
"On the one hand, intermedia environments turn the participant inward upon 
himself, providing a matrix for psychic exploration, perceptual and sensorial 
awareness; on the other hand, technology has advanced to the point at 
which the whole earth itself becomes the `content' of aesthetic activity.... 
Implicit in this trend is another facet of Romantic Age. The new 
consciousness doesn't want to dream its fantasies, it wants to live them. "141 
Linking Campus's `durational space' with Graham's writing on video space: 
"Video is a present-time medium. Its image can be simultaneous with its 
perception by/of its audience. The space/time it presents is continuous, 
unbroken and congruent to that of real time, which is the shared time of its 
perceivers and their individual and collective real environments. "142 
The additional spatial and temporal layers introduced by Graham's use of time 
140 Lles Chrissie, Video and Film Space, Space, Site, Intervention, Situating Installation art, 
Suderburg Erika, Editor, University of Minnesota Press, Minneapolis, 2000, p. 252. 
141 Youngblood Gene, expanded Cinema (New York: Dutton, 1970), quoted from Lles Chrissie, 
Video and Film Space, Space, Site, Intervention, Situating Installation art, Suderburg Erika, Editor, 
University of Minnesota Press, Minneapolis, 2000, p. 253. 
142 Lles Chrissie, Video and Film Space, Space, Site, Intervention, Situating Installation art, 
Suderburg Erika, Editor, University of Minnesota Press, Minneapolis, 2000, p. 258 
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delay were further multiplied by his use of walls, which render the space almost 
immaterial. His use of `mirrored walls' reflected and prioritized the viewer's body in 
real time; establishing a spatial and temporal juxtaposition with the fixed 
perspective on the video monitor alongside, replaying the viewer's image 
recorded a few seconds before. As Birgit Peltzer (1979) has argued: in these 
transparent environments, 
"space is demonstrated to be less a function of sight than of movement; it is 
constituted through the body or, more precisely, the actions of a subject.... 
We thus return to an elementary topological precept: the deformability of 
perception.... It follows that space is less a thing than a force-field. As such, 
it comprises a temporal rather than a visual contiguity. "143 
The installation form implies by its definition an engagement with the examination 
of space. In addition, installations that install such technologies as video and 
computer devices delineate time; they are constructed with particular concerns 
about the length of time viewers will stay with the work in relation to the repeat 
cycle, as well as concerns about how to get viewers to move in particular ways in 
the space. Indeed, one could argue that for artists working in these media, control 
of the viewer in time and space is a primary and inevitable goal. The space of 
installations is inhabited not by the artist but by the viewers. Therefore, as 
Margaret Morse (1990) has written, "it is the visitor rather than the artist who 
performs the piece in an installation. "144 The role of the artist is thus to create the 
rules, limitations, and context for that `performance', as well as to create a context 
in which it can, or it may operate in unexpected ways. 
The meaning of the installation is thus created in the moment when a viewer is 
143 Peltzer Birgit, Vision in Process, October, no. 10: 107, fall 1979, cited from 
http: //www. tedmontgomery. com/the_eye/Process_of Vsion. doc, 09/07/07. 
144 Morse Margaret, Video Installation Art: The Body, the Image, and the Space-in-Between, in 
Illuminating Video: An Essential Guide to Video Art, ed. Doug Hall and Sally Jo Fifer, New York: 
Aperture, 1990, p. 155. 
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interacting with it; walking into and through it, standing within it, watching or even 
touching it. Those installation works that actually deserve the attribute 'interactive' 
are more aware of the extent to which the presence of viewers completes the 
work, either in supplying the raw image material for a piece or activating it in some 
way. 
"An interactive work constructs a complex negotiation with its viewers, both 
anticipating their potential responses and allowing for their agency in some 
way. , 
145 
b. Cyberspace 
Lynn Hersman's video installation "Lorma" in 1984 made use of the function of 
menu items in a laser disc (LD), which was regarded as an early-stage attempt to 
involve interactive technology in a work of art. In the late 1980's, Jeffrey Shaw 
produced an art work entitled "The Legible City" (1988-91) which truly responded 
to the actions of the audience using high-speed calculations in computers to 
create virtual spaces. The works of others, like Christa Sommerer, and Laurent 
Mignonneau's art work "Interactive Plant growing" in 1993 and Masaki Fujihata's 
"Beyond Pages" in 1995, all presented a strong interactive characteristic of digital 
art, in which art is no longer concerned with the artist and their work, but the 
meaning of the art was achieved by transmitting to the audiences through a 
feedback mechanism. 
The American science fiction writer, William Gibson, coined the word `cyberspace' 
in his book "Neuromancer" (1984). In the 1990's as the Internet came to be 
exploited commercially, a boundless telecommunicating world seemed to replace 
the human physical space. A two-man team, "Jodi", who had focused on the 
Internet as a creative intervention throughout their art works since 1994, became 
145 Marita Sturken, The pace of Electronic Time: The Memory Machines of Jim Campell, Space, 
Site, Intervention, Situating Installation art, Suderburg Erika, Editor, University of Minnesota Press, 
Minneapolis, 2000, p. 287. 
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hackers to create a series of art works by deconstructing the interface of Internet 
browsers. The artists who, it seems, cannot avoid contact with the Internet world 
and digitised processes have developed several issues, and have stimulated 
rapid transformation in the conception of creative art work for artists. 
Whether it is Plato's theory about shadows in the caves146 or cyberspace in the 
new age, the development of image and media throughout the history of humanity, 
basically aims to resolve the problems of connecting and communicating 
emotions. The debate about connection between humans, machines, artists, 
artwork, audience, environment, technology and science, has became the crucial 
topic of this era. In 2003 a Canadian artist, Rafael Lozano-Hemmer, was 
commissioned to produce "Amodal Suspension, Relational Architecture 8" for the 
opening of Yamaguchi Centre for Arts and Media in Japan. He used mobile 
phones and the Internet, through telecommunications, to determine the 
movements of twenty floodlights. This art work shows that, with the 
communication of a new age, humankind has evolved complex bodies that 
partake of both the physical and the virtual worlds, and therefore the issues 
concerning artists are no longer merely about art itself. 
5.4 Conclusion 
Media art, digital art and video art have now emerged, and all art genres and 
forms have begun to integrate, leading to the birth of new media art in the new 
age. Although new media remains a controversial issue in an art context, it is 
commonly found in related reading materials and current movements in art history. 
For instance, Futurism, Fluxus, Experiments in Art and Technology, the American 
146 In the book Republic by Plato (427-347 B. C) a chapter entitle 'The Cave Underground', 
recorded the dialogues of Socrates with his associates, describing the lives of convicts whom were 
kept in caves beneath the ground. From the light of fires, they saw the movement of 
their own 
shadows reflected on the rocky surfaces. People drew their silhouette projected onto 
the wall. All 
these could be perceived as the earliest foundations to the theory of 
images, as well as to the 
philosophical principle of 'representation' in visual art. 
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MIT Lab, Austrian AEC, German ZKM, Finnish UTAH, Japanese ICC, Dutch V2 
and so on, are all movements or associations that are seeking or have sought to 
define the signification of contemporaneity that they are able to relate to, and also 
about the cultural significance of image, media and technology to our era. 
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Chapter 6 Artist Practical Works: Itinerary and Analysis 
6.1 Introduction 
This chapter explores the development of the author's practice through the 
analysis of art works, experiments, and exhibited works. The art works represent 
the major part of the PhD in practice, with the written thesis as reflective 
commentary. The exhibitions have been analysed and these form important 
outcomes of the study. As this research has involved the implementation of a 
reflective methodology in practice, the experimental art method has been used to 
address the research questions through the process of producing the art works. It 
is the art works which embody the research. In so doing, consideration was given 
to the aims and the research questions and how to evaluate the outcome of each 
project, and the insights gained from them are given to show how these underpin 
the author's contribution to knowledge. 
The discussions of Chapters 2-5 address some of the theories that have 
contributed to the creation of the practical works, theories which relate to the 
contexts of spatial concept in place, location and space in twentieth century art, 
cyberspace and new media art. 
The following section introduces the author's practical works itinerary, beginning 
with the selection of the sites, and then subsequent sections concentrate on 
thematical analyses. Each work has been selected in relation to the aims of this 
research. The practical works are examined using the experimental art method to 
explore the relationship between physical and virtual sites in site-specificity in the 
context of contemporary art. This is considered in three parts: Part I- 
PhysicalNirtual Space in Site-Specificity, Part II - Physical Site in Site-Specificity, 
and Part III - Net art in Site-Specificity. The concept and inspiration for creating 
each work has arisen from the discussion of relevant theories outlined in the 
I()" 
earlier chapters. The chapter concludes with an overall summary and analysis of 
the practical works chosen for submission. 
6.2 The Artist's Practical Works Itinerary 
6.2.1 Introduction 
The author created site-specific art installation works, and has analysed the art 
works in order to answer these questions: What are the processes and concepts 
involved? What is the surrounding context? What issues are evoked with the sort 
of events the author organises? What will develop from this practice and 
collaboration? 
The art work the author made emerged from the different sites/spaces, which 
occurred in a real site or in cyberspace (sometimes in the integration of both real 
and virtual sites), where each space can evolve towards the same theme through 
the freedom to experiment, explore, transform and diverge as far as desired. Each 
site was chosen for its potential 'experimental spatial qualities' that would enable 
the delivery of artistic concerns, encourage the audience's participation and 
stimulate their ability to deliver quality to the work and to their understanding of 
the space they were involved in. The author's core theme is to work within spaces, 
which have a specific former use, and to present installation and performance 
works that evoke a response to the sites. 
The author chose two cities - Tainan (Taiwan), where she was born and Leeds 
where she was studying, in order to explore whether the sites were given the 
same cultural meaning. Sometimes, the author used the vacant spaces of cultural 
space and sometimes people's daily living space in order to highlight how the 
social focus has shifted in current times. The author has worked outside in the 
street, in the market, on the bus, etc. and sometimes in the gallery. Her 
interventions also took place in websites on the Internet. 
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6.2.2 Selection of the Site 
In the research reported in this chapter the author created several art works. 
These works demonstrate `site-specificity'. The term `site-specificity' distinguishes 
this type of creative endeavour from more typical art works that are designed with 
no specific spatial context in mind147, works that are created in the studio and 
placed in either an indoor or outdoor location. For the research the author either 
selected a site and then designed a work based on her impression of the site or 
inspired by the specific conditions of the site, or, occasionally, the author found a 
site that lent itself to a pre-existing design for which an appropriate site had not yet 
been found. 
In addition to being created for a specific place, the site-specific art which the 
author made is ephemeral - short-lived or fleeting. Ephemeral art suggests that its 
existence is dependent on the effects of time: typically, ephemeral art works are 
constructed for the hours, days or weeks of a particular art show in a particular 
place. 
The documentation that records these ephemeral art works is important. The 
author uses the term `extended-ephemeral art' for this documentation. 
'Extended-ephemeral' is a term adopted specifically to distinguish works that, 
while impermanent, are intended to have a longer lifespan than traditional 
site-specific pieces. The extended-ephemeral concept allows site-specific art to 
evolve as a new genre of art, allowing the author more opportunities to envision 
not only an original site design but also the eventual outcome based on the 
selected sites. The production of the documentation - 'the extended-ephemeral 
art' - makes use of video and photography as well as the Internet to make records 
that capture aspects of the work as experienced by the author and 
viewers/participants. From this point of view, new media art has become 
integrated with traditional site-specific art, creating an overlap between the real 
147 Of course, in one sense, all art works, even paintings, are designed for a general site, such as 
a wall. 
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site and the virtual site, providing site-specific installation art with more 
opportunities to create an interactive space for the viewers/participants to 
experience it. 
The final defining characteristic of the author's site-specific art is that it is intended 
to create spaces, as well as theatres. Letting the viewer experience the art work 
by entering its space allows the viewer to become an integral part of the work. 
As such, the meaning and purpose of each piece are determined, in the last 
instance, by the individual's experience. The term chosen to denote ascribing 
meaning or purpose through one's experience of space through intimate 
connection with the space is `experiential'. 
This research then concerns site-specific art that involves the viewer as 
participant and which through documentation is extended beyond its immediate 
ephemeral existence. 
6.3 Experimental Art Works Itinerary and Analysis 
This section is divided into three parts dealing with the itinerary of the aspects of 
the different `site-specificity' of experimental art works in order to analyse what the 
author's art works were, and what her concept about those projects was. 
Part I: PhysicalNirtual Space in Site-Specificity: 
A. Projection Art : "A scene of mind", "Emptiness" Project ( Site I, Site II, 
Site III, Site IV) 
B. Video Art: "Diamond Sutra - four voids" 
Part II: Physical Site in Site-Specificity: 
A. Project 1: "Buddha Box" 
B. Project 2: "Daily Life as an Art Practice" 
Part III: Net art in Site-Specificity: 
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A. Project 1. "Split Site Exorcism" 
B. Project 2: "Virtual Urban Utopia Diary" 
Part I: PhysicalNirtual Space in Site- Specificity 
1 Introduction 
These projects/events are essentially theatre pieces but are unconventional. They 
were not enacting the text of any play, and they are distinctly different from normal 
theatrical works, even experimental plays of today. These projects have a context, 
a place of conception and enactment. The sites selected are: in the gallery, street, 
and park, vacant stores, using natural surroundings and tempos etc., where 
audiences or groups of visitors are commingled in some way with the event, 
flowing in and among its parts. Thus, there is no separation of audience and play, 
the elevated picture window view of most playhouses is gone, the curtain opening 
and closing does not happen in these art works/ events. 
To return to the contrast between these projects and plays, the important 
difference is that these kinds of art works have no plot, and occur in an 
improvisatory way, where we do not know exactly what is going to happen next. 
The action leads itself any way it wishes, and the artist controls it only to the 
degree that it keeps within the right time. A modern play rarely has such an 
impromptu basis, for plays are still `first written'. These projects are generated in 
action by a core theme or a jotted-down note of `root' directions. They cannot be 
reproduced, and the few performances given of each work differ considerably 
from one another; and the work is over before habits begin to set in. 
These projects address the first four research questions, and in its enactment, 
hope to find a solution for the fifth research question. 
A. Projection Art 
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A. 1 Project 1 "A Scene of Mind" 
Fig. 6-1 "A scene of mind # 21", exhibited at Tainan County Southern District 
Community service, 2006, December. Photo by Shih-yun Lu. 
A. 1.1 Introduction 
The author used light, space, and motion in an example of Installation art. She 
used computer animation to craft immersive interactive projection installations. 
The lotus images from computer graphics form the basis of her abstract animation 
formed the culmination of the projections. She used the video projector 
strategically placed in a space; the projection of the animation was then fitted to or 
remapped into indoor space. The art can then be experienced physically in 
relationship to one's movements through the sites. 
A. 1.2 Artist Project Presentation and Analysis 
In a darkened room, a moving image is projected on to a large screen. In front of it, 
several people are moving around in different positions, waving their arms and 
simultaneously watching the screen. Interest in `play' is now a common theme in 
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art. 148 It might take the form of a sculpture that invites touching or climbing, as 
well as viewing, or a community project initiated by an artist. 
A similar project is Robert Whitman's 1965 work "Prune Flat" which was 
mentioned in Chapter 5 (Fig. 5-22.23). However this project is distinct in that 
Whitman was more interested in the separation between the audience and the 
stage, whilst the author tried to make and keep the audience and stage united. 
The audience are also the actors/actresses; however they are not trained actors, 
have no designed costumes or plot. The stage provided more freedom for this 
interative projection art. 
The imagery was synthesised using software designed for creating a virtual world. 
Maya software created the natural elements of lotus, fire, clouds and rain. The 
Sony Vegas video programme was used to edit and fuse the real and virtual 
images to simulated natural phenomena. 
Fig. 6-2 "A scene of mind # 78", exhibited at Tainan County Southern District 
Community service, 2006, December. Photo by Shih-yun Lu. 
148 Kaprow Allan's essay wrote: "if there is a dirtier word than copying in the lexicon of serious 
art... it must be play. With its connotations of frivolity and childishness, play seems the antithesis of 
what artists are supposed to do". Jeff Kelley edited, Kaprow Allan, Essays on The Blurring of Art 
and Life, University of California Press, Berkeley Los Angeles London, 2003, p. xxii. 
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The projected image, including a moving lotus, interacted with participants who 
experienced a `Zen practice' as they moved through the room. The participant's 
shadow became part of the image as they passed through the projection, partially 
disrupting the image, breaking the illusion. The projector was placed low, so the 
viewer had no choice but to become part of the work. Children immediately 
understood that they were expected to play in the projection. Humour and play are 
important aspects of the art, ways of further involving the viewer in the work: the 
participants internalise the image in their minds (as in Zen practice) they also 
experience it physically and narcissistically in real space. 
The link between play and art is participation. Participation in interactive art brings 
with it the kind of engagement in the creative process that is normally denied to 
the art viewing public. Interaction is central to art practice today but is not normally 
part of conventional gallery culture. In this case, new art and technology 
experiences do not fit with the conventional gallery culture. New art and 
technology experiences do not necessarily sit comfortably in familiar cultural 
contexts149. Being in interactive spaces is engaging and interesting. Both children 
and adults can stimulate fun to get involved with this kind of experimental art 150. It 
is one example of the new forms and the new audience relationships that are 
developing at the intersection of art and technology, particularly in site-specific art 
projection projects. 
149 But this is changing quite rapidly, and may no be true much longer with the rapid development 
of 'interdisciplinary art', especially as 'Technology Art' has became a big issue for artists, for 
example in Taiwan, and they choose some conventional gallery or website to exhibit their art 
works. See: http: //www. digiarts. org. tw/en/indextw. aspx? lang=zh-tw. 03/02/07. 
150 In Science Museums, interactive displays are now quite common. But in art, we attempt to 
achieve the artistic use of computers and new media, dedicate to creative applications of new 
technology and artistic practice, with a focus on 'art' for artists interested in exploring the potential 
of new technologies and new media. For example, "The Centre for New Media Arts" (CNMA) 
forms part of the Faculty of Arts at the Australian National University. See: 
http: //www. anu. edu. au/newmedia/. 06/02/07. 
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A. 1.3 Summary 
All of the above issues are treated within the framework of building an 'Experiment 
in Art and Technology' method in this initial 'Projection art' project. Each of the 
projects used this method experimentally and had relevance to the field of artistic 
research and development. The angle of approach is methodologically 
unorthodox. 
With reference to the author's own practice, this methodology was useful to 
address research questions 3,4 and 5. This was to develop an appropriate 
strategy for art-making which attempts to find new ways of extending site-specific 
interactive artworks. 
"Experiments in art and technology" were initiated in New York and Stockholm in 
1964 by Billy Klüver, Robert Rauschenberg, Pontus Hulten and the generation of 
"pop"-artists. It could be argued that Art is a discipline close to a human's life in 
terms of the subjectivity of the message transmitted through the different 'pieces'. 
Technology inherits objectivity from science and then has to be confronted with 
the nature of art. Here 'interdisciplinary art' is the outcome of the attempt to mix up 
two different disciplines - art and technology - in each project of this 
practice-based research. 
"Experiments in art and technology" - if we regard photography and video 
recording as technological - are also a kind of technology. Conceptually video is 
`the moving image' and the photograph is `the still image'. Technically there is a 
significant difference between still images and video. From the technological point 
of view, the amount of information generated by a moving image source is so 
great that only some of it can be captured by the technology. In fact, not 
everything that happens becomes part of the video. A still picture shows exactly 
what it captures, while video produces a strong mediation over the real-life scene. 
However, still images (photographs) by themselves, it must be said, cannot show 
any causality if detached from a context. 
Subsequently, the author attempted to examine the outdoor site, exploring the 
development of the form of dialogue between the virtual site and physical site. 
A. 2 Project 2 "Emptiness" 
A. 2.1 Introduction 
The author created a series of site-specific projection installations in outdoor sites, 
which integrated photographs, sites and objects with computer projections. The 
art works involve the overlapping of physical objects or places with a series of 
virtual lotus and Buddhist art images. These non-objective abstractions are 
inspired by the fusion of Western culture and aesthetics with Zen 151 Buddhism. 
The artworks are practised in limits of a particular space, or are concerned with 
152 the Buddhist concept of emptiness. 
A. 2.2 Artist Project Presentation and Analysis 
The project illustrated here used four sites chosen to explore the opportunity, 
through perceptual and psychological responses, to create mental displacement 
and abstraction. By reflecting on the physical and virtual spaces the viewers can 
recognise how perception can become limited or displaced. This projection art - 
'Emptiness'- insists on the importance of interpreting Buddhist cultural identity in 
the cross-cultural context of the contemporary art world. 
The installation, "Emptiness", was executed within a multiple-site. The piece ran 
'`' Zen: Meditation; "the basic core of Buddhism; ... 
the awakening and deepening way of original 
life. Zen is the real mediation which we practice throughout our daily life from the cradle to the 
grave... " Forward from: Hogen Yamahata (Daido), on the Open Way, published by Jiko 
Oasis 
Books, England, 1991, p. 207. 
'52 Emptiness is one of the key concepts in Buddhism. Emptiness is not 'nothing', but it is the 
condition of existence of everything. 
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simultaneously in different parts of the city and viewers had to drive across town 
to experience the entire installation. This is similar to the approach of light and 
space artists such as James Turrell153. His perceptual light illusions transform our 
experience of architecture. Following this tradition, the author investigated how 
light could create an illusion of space and dimension. Unlike the light-space artists, 
the author added the component of motion to her light-projected illusions, which 
made the surrounding sites appear to dematerialize. 
The Mexican-Canadian artist Rafael Lozano-Hemmer, with Will Bauer and Susie 
Ramsay in their project `Displaced Emperors' (Relational Architecture # 2) 154 
(mentioned in the literature review of chapter 5, Fig. 5- 27.28.29), has been said 
to: 
"Expand a physical building into an artificial construct. They equally experiment 
with the tension between physical and virtual architecture. "155 
The author's project was however distinctly different from Lozano-Hemmer's 
virtual architecture artworks. The author created a series of relational site-specific 
installations, in which objects and sites were augmented by adding visual 
elements with implications of emptiness (in the Buddhist sense) presenting 
broader historical, cultural, or aesthetic contexts. 
In addition, Marcel Duchamp (1887-1968) 156 used the real. The "thing in itself' 157 
13 James Turrell (1943) is an artist primarily concerned with light and space. In his work "Roden 
Crater" (Located outside Flagstaff, Arizona) Turrell turned this natural cinder volcanic crater into a 
massive naked-eye observatory, designed specifically for the viewing of celestial phenomena. 
'`4 Paul Christiane, Digital Art, Thames & Hudson world of art, London, 2003, p. 74. 
'" ibid. 
16 Marcel Duchamp (1887-1968), a French artist, and a leading figure of the Dada movement and 
originator of conceptual art, he invented 'ready-mades'( mass-produced articles selected at 
random and displayed as works of art), famous art works include a bicycle wheel and a urinal. 
"' 2002 Taipei Biennial: Great Theatre of the World, Published by Taipei Fine Art Museum, Taipei, 
2002, p. 17. 
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appears in place of its representation. Everywhere artists are grappling with the 
perplexing nature of reality. As a result, many are involved in collecting, 
documenting, archiving and translating their observations about reality into 
reflective, critical, and aesthetic forms. Debate on the nature of reality has 
continued for centuries asking both how we recognise this reality and how we can 
engage with it. Conventionally, we accept as real what we can see and therefore 
believe it exists. However, in this information age, contemporary media occupy an 
overwhelming role in society. Most recently, the media have monopolized the role 
of informing our understanding of reality, while insisting that what they present is 
real and thus true. 
The visual images which relate to these concepts were created by 
computer-controlled projections on to various material shapes and surfaces, 
overlapping images in different styles, creating a fusion of reality and illusion 
This stage of the research describes the use of projected images at four locations 
chosen to cover a wide range of environmental materials and colours including 
the use of water. With limited resources the projections show how ambient light 
levels were less effective against dark coloured backgrounds. Also, the chromatic 
qualities of each surrounding environment caused colour changes in the images. 
It is a limitation of this kind of project that it is only suited to dark environments. 
Projection distance was also a challenge. The colours of the surface on which the 
images were projected are another limiting factor. A dark surface colour reduced 
the brightness of the projection and the chroma of any projected colour changed 
significantly as a result of the interaction of the light with the surroundings offered 
by the site and its objects. Although the technology has greatly improved recently, 
the equipment used in this project was also limited by the budget. However, the 
author believes that creativity is infinite and this is the human's substantial 
potential. 
The projection-art installation "Emptiness", devoted to the intersection of 
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Buddhism and contemporary art, is part of an ongoing series of projects on the 
subject of art, spirituality and religion. The image of the lotus, meaningful in 
Buddhist art, takes on different significations at the different sites. The author's 
intention to engage with conceptual practice in a culturally defined site is clearly 
signalled. 
A. Site I: 
On the garden site which the owner calls the `Nine Stages of Lotus Flowers'158 a 
series of images are projected on to the lotus, the bridge and the visitors, to foster 
a debate between mind-and-eye and the `non-mind' (Mushin) which answers it. 
i 
ý, _ 
Fig. 6-3. "The scarified Lotus # 11 ". Photo by Shih-yun Lu. 
I" See Buddhism English-Chinese & Chinese-English Dictionary online, "Nine Stages of Lotus 
Flowers, Or Nine Grades, Classes of Lotus Flowers,..., which represent nine fold future life into 
Pure Land. " Cited from, 
http: //72.14.203.104/search? q=cache. - 15n0YxDleOYJ: web. singnet. com. sg/-alankhoo/Amitabha. ht 
m+Nine+Stages+of+Lotus+Flowers, +Or+Nine+Grades, +Classes+of+Lotus+Flowers&hl=en&ct=c1 
nk&cd=4.19/03/2006. 
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The images used are from the scripture known as `The Heart Sutra'159 and from 
`The platform Sutra of The Sixth Patriarch'160 followed by images of several 
representations of Buddhist art. These are indications of the path in Buddhism to 
the creator of the cosmos. 
Fig. 6-4 "The scarified Lotus # 56". Photo by Shih-yun Lu. 
The use of images projected on to public observers in real locations was the result 
of a progression. The author began as a painter, and has thus transposed the 
flatness of the canvas on to the environment on which she attempted to visualize 
a luminous body as a haloed Buddha in a spatial context (Fig. 6-5). 
'"' "The Heart Sutra' is the most popular sutra in Buddhism. It expresses perfectly the insight 
attained by non-attachment, the doctrine of emptiness. 
'°" The Platform Sutra records the teachings of Hui-neng, the Sixth Patriarch, who is revered as 
one of the two great figures in the founding of Zen Buddhism. 
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Fig. 6-5 "The scarified Lotus # 9". Photo by Shih-yun Lu. 
A darkened space is the key condition for the project. The projection could not 
cover the full range of real images which were required for this project. The 
tangible materials had to be clearly discerned even through they were used as 
metaphors for the immaterial. 
B. Site II: 
A steel bridge in the 'Tiger Figure Mountain'161 (Taiwanese 'Ho Hin Shua'), which 
replaced the wooden construction built in the Japanese Colonial Period, is named 
'Look for the Dragon' (Taiwanese 'Wuan Long') and was chosen for its visual 
impact (Fig. 6-6). 
IM Located in Tainan (in southern Taiwan). 
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Fig. 6-6 "Zen Meditation # 70" Photo by Shih-yun Lu 
Fig. 6-7 Christo's "The Pont Neuf Wrapped" in Paris, September, 1985 
On this steel bridge were projected a series of images featuring Buddhist art 
photographs. Unlike Christo's art work 'The Pont Neuf Wrapped' (1975-1985), in 
which he portrayed the real-world object in Paris as covered with tarpaulins and 
rope, in this work the images projected on to the bridge extend the notion of 
'wrapping' by the use of projected imagery with 'clothes' the site (Fig. 6-7) 
("Wrapped Reichstag" by Christo and Jeanne-Claude, is a similar project, 
mentioned in the chapter 1). The author has extended and refined her vocabulary 
of packaging, elaborating the variety of projections into a language of autographic 
brushstrokes. 
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The projection went across the bridge beyond into the bamboo forest; the lighting 
became faded at the end of the bridge because of the difficulty of projecting a long 
distance, which was disappointing. This unexpected effect however was provided 
more stages where viewers could practice Zen meditation in this site-specific 
installation. Zen was like the intervention into space and time of the viewer's 
experience of the elegance of silence. 
C. Site III: 
In a temple named "The Nine Dragon Temple" at the Guan-Yin162 Sculpture 
Park163, there are 81 white statues of Guan Yin (life-sized), each standing on a 
lotus-shaped pedestal set on a tiered slope measuring 6m by 6m. 
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Fig. 6-8 "Freedom # 43" Photo by Shih-yun Lu. 
In this work the projector was connected to a personal computer (PC), which 
threw a series of photographs on to the statues of Guan Yin, using various 
softwares, such as computer games and animations. This allowed the audience to 
generate imagery which is projected on to the statues (Fig. 6-8). The projection on 
to the statues gave rise to interesting issues (the flat image projection onto the 
162 Guan Yin is the bodhisattva who embodies the compassion of all Buddhas. 
'°' Located in Tainan (Southern Taiwan). 
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three- dimensional physical site/sculpture, which created the other virtual image 
reception) in relation to shadows absent from the usual flat two-dimensional 
screen. The reflected projection from Guan Yin is the external representation of 
the human soul, and the shadow is the inner recognition. 
Fig. 6-9 "Freedom # 96" Photo by Shih-yun Lu. 
In fact, the reflected projection reacted to the conflict between traditional art and 
technological art in an electronic age (Fig. 6-9). This installation was concerned 
with the relationship of technological art to postmodernism. 
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Fig. 6-10 "Freedom # 78". Photo by Shih-yun Lu. 
D. Site IV: 
The big Buddha statue stands 25.2 metres high, and consists of 999 small 
Buddha statues inside its body. It was designed by the "White Cloud" Zen 
Master164. The work in this installation was disappointing; this site had a limited 
space for setting up a projector and the Buddha statue was too far away. 
The projection on the Buddha statue produced a paper-cut-out silhouette of the 
Buddha figure with the three-dimensional objects effectively becoming two 
dimensional on the screen (Fig. 6-11). 
Fig. 6-11 "Emptiness # 34" Photo by Shih-yun Lu. 
Nevertheless, at this installation an unexpected effect was produced due to the 
abstraction of the images caused by this Zen intervention into a metaphorical 
immaterialism, and the exercise of perceptual disorientation. 
"'4 The "White Cloud" Zen Master is a monk living in this temple. 
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Fig. 6-12 "Emptiness # 35". Photo by Shih-yun Lu. 
At the same time, an awareness of western conceptual art played an important 
role in this installation. Conceptual art radically altered the nature of art because it 
marked a complete reversal of traditionalism 165. Art changed from processes of 
fabrication to processes of conceptualisation. That is, art became more in the 
mind than in a physical medium. Conceptual art was framed by a previous 
movement, Abstract Expressionism, a search for non-objective art. The contrast 
between East and West had incalculable influence on their respective arts, as well 
as on their philosophies and religions166. Many Abstract Expressionists delved 
into the nature of Buddhism because it and their artistic quests were compatible. 
't, The idea came from: Godfrey Tony, 'Conceptual Art' (Art and Ideas), Phaidon Press, London, 
1998. (no page provided) 
'°(' Today there are western artists using Zen notion in their art works. For example, the composer 
John Cage is typical of this tendency. See Lieberman Fredric, Zen Buddhism And Its Relationship 
to Elements of Eastern And Western Arts, cited from, 
http: //arts. ucsc. edu/faculty/lieberman/zen. html, 19/03/2006. 
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Among them were John Cage, Morris Graves, Mark Tobey '- 
, and Scott 
Snibbe168. Their search for the non-objective aligned itself with the Zen notion of 
No-thing, extolling the imperfect, incomplete, and impermanent. 
Exploring the cultural ideas associated with the lotus and Zen Buddhist spirituality 
this project created site-specific theatrical spaces accessible to any person. There 
are also allusions to the Chinese concept of cosmic balance - Yin and Yang 
(creation and destruction) to reorient the life force Qi/Chi into better harmony with 
the totality of nature. 
A. 2.3 Summary 
The author accidentally discovered this visual phenomenon in her art work - 
"Emptiness" - the transformation of space by light. Most of the projects resulted in 
a good effect; the failure of some parts of site II and IV were a consequence of the 
limitations of equipment. Nevertheless, the fact that unexpected artistic effects 
occurred, however, vindicates the value of experimental methods in art. The 
viewers perceived the non-physical components of the imagery and light 
corporeally. Some people actually experienced the sensation of Zen meditation. 
As an artist who works with new media, the author found herself refitting existing 
'; Mark Tobey, was a pioneer in integrating elements of Asian art into mystical, calligraphic 
paintings. Morris Graves combined Eastern religious beliefs and focusing initially on the 
Northwestis birds and vegetation. John Cage, an avant-garde composer and philosopher, began 
his visual creations with graphic representations of musical scores, and then evolved to include 
printmaking, drawing, and watercolor. Cage John, Sounds of the Inner Eye: John Cage, Mark 
Tobey and Morris Graves, University of Washington Press, 2002. 
168 Research artist and computer scientist Scott Snibbe in his work "Screen Series" integrated 
camera, projector and computer into a single light sensing and emitting apparatus, which 
interacted with the audience. See: Carasso Roberta, Shedding a light on art: Cinematographer 
and artist Scoff Snibbe creates art without boundaries, Irvine World News Online Edition, Nov. 20, 
2003. Cited from, 
http: //72.14.203.104/search? q=cache: ER 1 aGp35bkJ-www. snibbe. com/press/htmi/irvine 
- 
2003_N 
ov_20. html+Abstract+Expressionists%2Bthe+nature+of+Buddhism&hl=en&ct=clnk&cd=1, 
19/03/2006. 
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genres and creating new languages for this particular art form which consists of 
projected interactive computer animation installations. With the evidence of these 
reactions by viewers, the author sought and investigated the way in which illusion 
can transform the viewer's perception of actual space in a synthesis of the real 
and the virtual. This will be seen in the author's subsequent projects. 
This "Project 2" has answered the fifth question. In addition, the author had a 
further discovery that relates to question 2, and attempted to address the use of 
video to capture the physical site at that time and transform it into a virtual site, so 
that it can be duplicated and reproduced through this mixture of physical/virtual 
spaces. This also overcomes the limitations of a purely physical site. 
B. Video Art 
I Introduction 
The author had documented the four sites in the previous section in the form of 
videos. The temporary nature of video art makes it something that can be 
experienced on a unique occasion which therefore magnifies its impact and offers 
an exclusive experience. It is specific to this space at this moment and will not 
exist again in the same format. The impact of this type of art event is more likely to 
live on and to be disseminated through the use of video documentation. 
Duplication of video opens up possibilities including use in the virtual site. 
B. 1 Project "Diamond Sutra - four voids" 
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Fig. 6-13 "Diamond Sutra - four voids", site-specific video installation, exhibited at 
Tainan County Southern District Community service, 2007 (December, January). 
Photo by Shih-yun Lu. 
B. 1.1 Introduction 
The four sites filmed in Taiwan represented the four elements - air, water, fire and 
earth. The signification of "four" in Buddhist culture is `death', but it also implies 
the revival of the life, which was the author's intention for the four chosen sites in 
this project. A virtual lotus and the four real sites overlapped in the same video 
image as the lotus floats across the four sites. The virtual technology has made it 
possible to construct a dialogue involving both the physical site and virtual site. 
B. 1.2 Artist Project Presentation and Analysis 
The fusion of incense, lotus and the sea, cloud, rain and fire in the video connotes 
the concept that the lotus symbolizes the consciousness of the "Buddha Mind" 
which can escape from the boundaries of space and time, and take different forms 
at will, travelling through the universe in the form of thoughts and ideas without 
the need of a physical body. Then, it melts into the cloud, wind, mountain, water, 
earth, fire and all creatures under its own consciousness. 
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Fig-6-14 Water site. Photo by Shih-yun Lu, 2006 (April). 
Fig. 6-15 Air site 1 #. Photo by Shih-yun Lu, 2006 (April). 
20 
Fig. 6-16 Fire site. Photo by Shih-yun Lu , 
2006 (April). 
In the Diamond Sutra, it is written that one day Bodhisattva Manjusri169 consulted 
Buddha as to what the "Four lines of verse" 170 mean? Buddha said: 
"For the ordinary man and woman who would like to attain Buddhahood and be 
enlightened with Buddha's philosophy, the path leading to the truth of 
Buddhahood is divided into four stages, named "Four Lines of Verse". The first is 
void of physical form; the second is void of inner desire; the third is void of 
temperament; the fourth is void of fixed principles. ""' 
The four voids represent the core meaning of the sutra 
The author, during the process of creating an art work, used various media to 
explore the possibilities created by linking both virtual and physical sites. A similar 
work like Mariko Mori's "Burning Desire" (1997-8) was mentioned in chapter 5 
(Fig. 5-33); presented her own portrait incorporated in a virtual site associated with 
Buddhist culture in the context of performing art. The project of "Diamond Sutra - 
four voids" has selected four real sites which represented the four elements, 
combined with the flowing virtual lotus, which addressed issues more focussed on 
the context of both virtual and physical sites and the implications for the physical 
site when it engages with the visual information received from the virtual world. 
The software MAYA together with a video editing programme helped the author to 
duplicate the physical site images and virtual lotus image; virtual technology made 
169 Maiiju§ri is the bodhisattva of keen awareness in Buddhism. 
170 Vp]ig- translated as a four-character line of a gäthä, or verse, see William Edward Soothill 
and Lewis Hodous, A Dictionary of Chinese Buddhist Terms, cited from, 
http: //66.102.9.104/search? q=cache: QFwCBm3X4DUJ: www. hm. tyg. jp/-acmuIler/soothill/soothiII- 
hodous. html+Diamond+sutra%2Bwhat+is+the+four+voids&hl=zh-TW&gl=uk&ct=clnk&cd=10. 
13/06/2006. 
''' The Diamond Sutra, A General Explanation of the Vajra Prajna Paramita Sutra, Buddha 
Dharma Education Association Inc, published Sino-Amencan Buddhist Association, San Francisco, 
1974, p. 128. 
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each innovation possible. 
Fig-6-17 Earth site. Photo by Shih-yun Lu, 2006 (April). 
Fig. 6-18 Air site 2#. Photo by Shih-yun Lu, 2006 (April). 
This art work also connotes Zen philosophy which explores the relationship of the 
human to nature and spirit. In a thorough realization of life, of being, of mind and 
of spirit, through the process of exploration and introspection, creations and ideas 
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verify each other. The concept came from some words in the Diamond Sutra that 
inspired the author to create the art work. It reads: 
"Everything in the world of mortals is nothing more than illusion that would turn 
into bubbles and disappear eventually. " 172 
The art work was linked to the philosophy of Zen which regards mind as the 
foundation of life, and emphasises introspection and the spirit of 
self-life-consciousness, and the insignificance of the desire for the eternal 
existence of the body. 
B. 1.3 Summary 
In this project, real site responsive art is a form that was integrated into the 
concerns of Buddhist culture and site signification. Choices are made by artists to 
work outside of the gallery environment as well as inside gallery space in order to 
explore possibilities in physical/virtual space. This also answers the research 
questions 1,2,4 and 5, the aim of this project. 
The author attempted to explore `interdisciplinary art' and character of 
experimental practices shaped in exchanges between site, installation, theatre, 
conceptual art, media art and video, in order to address the issues of time, space, 
media and practice through the creation process. 
After discussing all of the issues relating to physical/virtual space, the author now 
returns to research question 3: How does the new genre of site-specific art 
challenge traditional notions of site-specific theatre, performance space, and 
presentation? Do physical sites still have an important role and value in 
site-specific art? The following projects used the `experimental art methods' and 
<), a short 41 Translated by author, from The Diamond Sutra or short irr 
Mahayana sutra of the Perfection of Wisdom genre, which teaches the practice of the avoidance 
of abiding in extremes of mental attachment. 
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have relevance to the field of artistic research and development. 
Part II: Physical Site in Site-Specificity 
I Introduction 
The limitation of these projects located at physical sites is that they cannot be 
duplicated unlike ones on a virtual site. However each site-specific project is 
unique, which is recorded each moment, including the elements of space, time, 
media and practice all effect artistic work. 
All projects need to tell a story, not only about the site, but also a story that would 
extend to the viewer, about the combination of this space and its occupants and 
how this combination determines what occurs in this theatrical space within the 
site-specific installation art project. With these thoughts in mind, the relationship of 
the physical space to a physical body began to become more articulated, and the 
narrative continued to develop around these elements. 
These projects address question 3, attempting to discover the answer in the form 
of a dialogue in a physical site when creating within the theatrical space. 
A. Project I "Buddha Box" 
Uvý 1 r MA-I . .sj 
Fig. 6-19 The city map is from the Google Maps. Three galleries have exhibited 
"Buddha Box" from 23rd December to 4th March, 2007, in Tainan, Taiwan (1. 
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Tainan City Photography Hall. 2. Tainan County Southern District Community 
service. 3. Art Centre, National Cheng Kung University). 
Fig. 6-20 "Buddha Box" exhibited at Tainan City Photography Hall, December 
2006 to January 2007. Photo by Shih-yun Lu. 
ýv. ý, ý. 
;:, 
Fig. 6-21 "Buddha Box". 
A. 1 Introduction 
The author thought the process of making "Buddha Box" as one focused on 
creating a realm like the `box' we have inside ourselves, where we keep delicate 
things. The exhibitions invited the audience to use these boxes to make sculptural 
forms situated within the architectural framework of this space through the 
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experience of residing inside it. The addition of the square white canvas allowed 
audiences to walk inside a defined area as well as play with the boxes. These 
mapping boxes installed in a physical space became, through the audience's 
imagination, a miniature of the city/realm/land/paradise and theatre etc. Along the 
square white canvas, four TV screens presented the video work recording the 
author's daily life. This whole installation represented a conceptual art approach 
to a spatial context of site-specific art work. 
A. 2 Artist Project Presentation and Analysis 
As Buddha sat under a basswood tree meditating for 49 days and then realised 
the truth, so, in this project (exhibited in three galleries situated on different sites 
and in different spaces), the 49 boxes symbolized the path of the pure land in 
order for the audience to create a sculptural installation by practising Zen lessons 
(so-called enlightenment). 
In the "Buddha Box" the liberation of mind was translated as a metaphor of 
Constructionism into a theatrical space. When the audience dropped the boxes, 
the construction of the boxes was completely disorientated in contrast to a 
controlled architectural framework, where the cubical space is the visible 
geometry like a modern city which is entirely built on square streets (Fig. 6-21). 
The boxes became a theatrical element inviting participation, offering many 
possibilities for the imaginative use of space play. 
This "Buddha Box" is a form of spectator participation 173 . 
In response to the 
question: What does the "Buddha Box" aim for? The author has stated that, 
0 Our aim is to make you a participant. 
0 Our art is based on reciprocity. 
173 Installations, Performance Art and Happenings in the 1950's and 60's share many of these 
aspirations. 
I ;2 
It does not aspire to perfection. 
It is not definitive - it always leaves the space open between you and the 
work (the same idea as John Cage/ Robert Rauschenberg). 
Our art depends on your enthusiastic participation (the same idea as Claes 
Oldenburg, Red Grooms). 
. What we are trying to achieve is for you to enjoy making a work of art. 
. As everyone is gifted, so everyone can become an artist (the same idea as 
Joseph Beuys 174). 
The term 'site-specific interventions' can be explained as a method of creating a 
context in which an audience is encouraged to suspend their disbelief and feel as 
if they freely exist within that context. What conditions would be necessary for an 
audience to exist freely within the context of this space - and what did that mean? 
How do the dynamics of performance spaces intertwine with video art 
installation 175 and performance itself? 
To answer these questions, the author used the experimental art method to 
examine how the experimental manipulations (boxes and video art installations) 
caused the audiences to think about and respond differently to those spaces. 
In this project, the participants entered the exhibition space and were surrounded 
by this theatrical space, and became part of what surrounded them, passively or 
actively according to their talents for `engagement', in much the same way that 
they have moved out of any environment where they also played a part. They 
themselves were shapes (though they were not aware of this fact). The 
participants had differently coloured clothing; could move, feel, speak. and 
174 The notion that "everyone can become an artist" was put forward by 
German artist and teacher 
Joseph Beuys. 'Joseph Beuys' by Caroline Tisdall, Thames & Hudson, 1996, p 7. 
"" Four TVs presented the author's daily life by video work surrounding the square white canvas. 
which represented reality life within the site. 
I _, _: 
observed others variously; and constantly changed the meaning of the art works 
by so doing. 
The author believes in the usefulness of any subject matter or experience 
whatever. Then, the author juxtaposed this material (it could be known or invented, 
`concrete' or 'abstract') to produce the structure and body of the art work. Thus, 
there was a never-ending play of changing conditions between the relatively fixed 
or `record' parts of the author's art works and the 'unexpected' or undetermined 
parts. In fact, the participants may move in and about the work at any pace or in 
any direction they wish. For example, the sounds, and the spaces between them 
(from here to there) continue throughout the space with a random sequence or 
simultaneity that made it possible to experience the whole exhibit differently at 
different times. 
The `success' of an art work depends on the participants as well as on the artist. If 
we think that art work that 'succeeds' on some days fails on other days, we may 
seem to disregard the enduring and stable and place an emphasis upon the 
fragile and impermanent. The author thinks that today this organic connection 
between art and its environment is so meaningful and necessary that removing 
one from the other results in failure. 
A. 3 Summary 
The author attempted to engage the audience physically within the work, to have 
their physical presence within the space brought to their attention to and to 
change their understanding of this particular place. 
However, the elements of the work which developed or were realised during and 
after the production was completed are also important. It was not expected that 
the presence of an audience would have such a major effect on the author's 
performance and perception. The impact of the physical space of the venue on 
the content of the work was a second element which was underestimated. 
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Rehearsals outside of the space affected the reception of the content of the work. 
In response the author tried to give more space for the audience to react. less 
structure, more time for things to happen. In looking at the development of the 
exhibition and identifying each essential element it became clear that the initial 
intention had been substantially modified. 
In order to examine the essence of `practised space' in the physical site, the next 
project addressed daily life as a strategy and used the experimental art method 
for art practice through walking in each physical site. 
B. Project 2 "Daily Life as an Art Practice Project", exhibited at Tainan City 
Photography Hall, Art centre at Art Centre, National Cheng Kung University, Photo 
by Shih-yun Lu, 2006-2007 (December, January). 
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Date 
The Daily Life as Art Practice 
Project in Leeds Exhibition 
2006-2007 ( July- January) 
Tainan City Photography 
Hall, Art Centre at Cheng 
Kung University 
'Leeds Sncpp ng Project', 2006 (September)- 
(Video and site-snocifc i 
. 49 
L, -; no y planüt, cxr Ditoc at Ar. Cc'trc at Na- 
tional Cheng Kung University, 2006-2007 
December, January). DVD, 7 minutes. 
B. 1 Introduction 
Material Photograph, DVD 
Exhibition 
23rd December to 
Date 4th March (2007) 
This project recorded the author's daily life in Leeds including how the author 
spent time in a supermarket, and Leeds City Market, and watched people, filming 
them covertly. The author was an observer walking in Leeds using a concealed 
camcorder or sometimes photographing using a mobile phone. The author played 
the part of a passer-by watching the phenomenon of the urban life of the city's 
population. The photographs and video are the only permanent traces of this 
artwork's transitory existence. These images speak to the temporal character of 
our lives and our relationship to the environment. 
B. 2 Artist Project Presentation and Analysis 
"Daily Life as an Art Practice" was a project which was related to an idea of 
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"Site-Specific Mobile Phone Project', 
2006 (July) (Net art) 
Old people's convorsabon. 2006 
(Octobor (Video and site-spocfic 
'Watch noighbourhood" , 
2006 ( Octo- 
ber). (Photography) 
The route in this project (in Loads city) 
walking theory, and intended to increase awareness of the relationship between 
physical sites and our every day life. Additionally, it alerted people to pay attention 
to their everyday life, because we spend much of the day living in our cluttered 
environments and fail to notice. We are not aware and we do not observe that we 
are missing so many moments in each day which may have been teeming with 
inspiration, stimulation, beauty, art, emotion, perhaps even answers to our life's 
questions if we had only noticed. Most of us fail to live life to its fullest because we 
allow our lives to congeal into a certain view. 
In 'The Practice of Everyday Life' (de Certeau 1984)16, the philosopher Michel 
de Certeau, in his influential chapter "Walking in the City" described the city' as a 
'concept', and reflected on the relationship between the walker and the space. 
This is similar to the author's method of creating this project. The author 
examined the flowing physical space through the body's movement by using 
walking as a strategy to move around the city in order to destroy the grid of 
physical map in a spatial context. The physical site generated this project which 
has been recorded by video and photography as visual information rather than 
written text, which is distinct from de Certeau's 'Walking in the City'. 
The experimental art method, which the author used in this project, mainly 
involved walking and thinking. Here is a version of the working method the author 
normally used. The process is based on a few comprehensive thoughts. The 
method is result-oriented and based on action. 
1. You begin to imagine: 
" something you want to see or experience. 
" something you want to happen. 
16 Certeau Michel de (1925-1986), in his book: The Practice of Everyday Life, University of 
California Press, 2002, states everyday life is distinctive from other practices of daily existence 
because it is repetitive and unconscious. De Certeau attempts to outline the way 
individuals 
unconsciously navigate everything from city streets to literary texts. 
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9 something you want to do. 
9 something you want to know. 
2. Then you try to do it. 
3. The result is sometimes unpredictable, but you learn by experimenting 
with/through the project and the experience you get by doing it. 
4. The project is site-specific and/or situation-specific. 
5. The project might be documented by photography or video, sometimes 
through a website as an interactive Net art. (This will be used in next 
project) 
In other words, you ask yourself what has to be done, how and why, what result 
you expect, what you want to see, hear, experience, what do you want to learn. 
The answers to these questions become the building-blocks of the project 
During the author's long walks, the author thought of how to practise her work and 
how it relates to the discussions about artistic working methods that were in turn 
related to experimental art method, and how her concept was to be interpreted 
and presented. 
The basic methods of Zen in life are 'learning by doing' and 'learning through 
working'. The Buddhist emphasizes personal experience, which can be called 
absolute empiricism "'. No matter how many books one reads or how much 
Buddhist dharma one hears, if that person does not have a sense of life, the 
outcome will be fruitless. And every daily life contains endless opportunities for 
deep meditation experiences; we might say that 'the deep meditation is life'. On 
the other hand, in terms of contemporary art through 'learning by doing' using the 
notions of Empiricism 178 and positivism 19, we can identify a problem and correct 
"' The idea came from Dewey John's Empiricism and Zen, in his book: Art as Experience, 
Capricorn Books, G. P. Putnam's Sons, New York, 1958. 
178 The theory is based on experience derived from the senses. Stimulated by the rise of 
experimental science, it developed in the 17th and 18th centuries, expounded 
in particular by John 
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the assumptions in order to resolve the problem. This is the concept which the 
author used to create her works of art. Practice art is like the method of Zen, it 
needs continued to be practiced, but sometimes it can create an art work because 
of sudden enlightenment (enlightened all of a sudden by practice art, the same as 
for those who practice Zen). 
This project undertook a contemporary art practice incorporating Zen Buddhism in 
daily life with Zen lessons. 
B. 3 Summary 
Both empiricism and the intuition of Buddhism are good ways to create art or 
understand the experience of artistic work. In the author's view, it is an important 
method for the production of contemporary art. It was also the major concept 
underlying her artistic creation and subject matter. 
`Art is a participatory experience' is the author's theme in her art works. In 
defending art as experience, the author attempted to locate the source of 
aesthetics in daily life. In defining it as participation, the author expanded the 
experimental context of Buddhist culture and contemporary art interaction, where 
outcomes are unpredictable. The author has gone beyond the new media art and 
into the objects and materials of daily life; beyond the physical space and into the 
places of human social exchange; and beyond the actions of the artist and into a 
shared environment where every act, whether conscious or accidental, has 
meaning. 
All the issues address question 3 in projects 1 and 2; the author next sought to 
examine this key question in the context of the virtual world through the next 
Locke, George Berkeley, and David Hume. See The Empiricists, collected essays by Locke John. 
Berkeley George, and Hume David, Anchor, 1960. 
179 A philosophical system recognizing only that which can be scientifically verified or which is 
capable of logical or mathematical proof, and therefore rejecting metaphysics and theism 
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project. 
Part III: Net art in Site-Specificity 
1. Introduction 
These projects examine site-specific art on the Internet from the popularisation of 
the World Wide Web from 2004 to 2007. The author's projects here were those 
primarily associated with the term `Net-art' 180. These projects were concerned 
with the Internet as a specific site, challenging the dissolution of the spatial unity 
between art work and participants from a structural perspective and asking how 
the newly established communication between the diverse remote sites of 
production and reception can be described structurally. The central aim of these 
projects was to understand how Internet technology can be used to extend certain 
avant-garde tendencies in the context of a new form of site-specificity. In these 
projects, the mutability and transferability of digital information is instrumental to 
this new organisation of social and cultural life. 
Through a series of thematic discussions, the author explains how the 
participation of art within this informatic regime works both to reveal its implication 
and uses daily life to interrogate the ontology of art. In fact, the author concludes 
that although the use of information technology works to extend the avant-garde 
project by blurring boundaries between art and 'life praxis', art is nonetheless able 
to retain its ontological distinctness - its aura. Taking Walter Benjamin's 
(1892-1940) concept of the recession of the artwork's `aura' in the age of 
mechanical reproducibility as a starting point, the author examines how informatic 
reproducibility both accomplishes and confounds her projects. With regard to Net 
art the author locates the preservation of its aura within the unpredictable 
variations and instability of digital information. 
ISO 'net-art' is used as a synonym for 'Net art' or 'interNet art', which means art that uses the 
internet as its medium and that cannot be experienced in any other way. Often Net art' has the 
internet as part of its subject matter but this is certainly not required. 
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A. Project 1 "Split Site Exorcism" Experimental artwork 
A. 1 Introduction 
Internet has developed since its invention and has now become an important new 
communication medium. This project was initially created to address the issues of 
the relationship between traditional religion and communication in the digital age. 
In this Net art project a web site was constructed that would enable followers of 
Taoism to perform the customary ceremony of exorcism in virtual reality. A group 
of people used the site for that purpose. 
A. 2 Artist Project Presentation and Analysis 
This is an initial experimental project in Net art carried out during 2005 in Taiwan; 
the author attempted to use the Internet to perform exorcism. 
In Taoism, it is believed that ghosts exist in our living world and we are sharing the 
same space as them, and people have to respect them by doing certain 
ceremonies regularly. It is the ghosts who surround people that make them ill or 
cause them to meet with misfortune, and the way to dispel these spirits is by 
offering a bribe such as money, fruit, and foods and so on. These items are 
offered on an altar to the dead or to deities as a sacrificial offering. A more gentle 
way to expel the ghosts is by burning a magic paper which provides protection for 
people. 
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Fig. 6-22 "Split site exorcism", 2005. Photo by Shih-yun Lu. 
In Taoism incantation is a necessary part of the exorcism (Fig. 6-22). The symbolic 
drawings (Fig. 6-23) represent the twelve animals and the Twelve Branches used 
to designate years according to the Chinese lunar calendar. If during pregnancy 
or early in life a child dies, it is said that its spirit will roam until it is laid to rest 
(Fig. 6-23). A ceremony is carried out in which the animal of the child's birth year is 
burned so that the child's spirit will attach itself to the animal and be carried to 
heaven. The author documented these practices photographically. 
Fig. 6-23 "Split Site Exorcism", 2005 (Jun). Photo by Shih-yun Lu. 
From these photographs it became apparent to the author that it may be possible 
to use the rapidly developing technologies of today to affect life even in traditional 
religious ceremonies. 
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The author created a website that provided such a service to people who are 
unable to carry out the exorcism through the services of a medium. Instead the 
people can simply access the website to complete the procedure of exorcism 
provided that they believe and do it with sincerity (6-. 24). 
4 
Fig. 6-24 "Split site exorcism", 2005 (Jun), online: http: //www. netor. com/ 
Whilst older Taoists in general felt that it was disrespectful to the ancestors 
observation showed that younger people used the site and were content with the 
virtual exorcism. Current trends in contemporary art show artists increasingly 
embracing new conceptual forms created by new technology and aesthetics, and 
their audiences will follow the trend. Digital information allows a more complete 
documentation of artistic development in a swiftly maturing medium and fosters 
equal access to work from around the world. 
A. 3 Summary 
This project aimed to discuss a new era of creativity in site-specific art. What was 
the impact of the artist in this digital revolution in terms of Net art? Where was the 
artist given access to high-tech equipment and competent technical support? How 
was the artist combining the interactive characteristic of communication with Net 
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art to invite the audience to participate in the creative processes? With the 
emergence of interactive Net art, how does the audience take charge of the 
interpretation of the work, and how does the artist guide the audience by 
familiarizing them with the discourses of Net art? 
This initial experimental project in Net art inspired the author to address the key 
question of this research through an online site-specific art project in the next 
project, which integrated the virtual (Internet) and real (physical) sites, and in its 
enactment, the author hoped to find a solution to satisfy the aims of this research 
B. Project 2 "Virtual Urban Utopia Diary", online site specific art project, exhibited 
for the project: Explore art across the city, SITUATION LEEDS: 
CONTEMPORARY ARTISTS AND THE PUBLIC REALM 05 07 (14 - 27 May 
2007), http: //www. situationleeds. orq. uk/Project. aspx? protect=101. 
B. 1 Introduction 
The author spent one month walking through areas and places in Leeds: the 
Victoria Quarter shops and boutiques, two supermarkets (Tesco and Asda), the 
traditional Leeds City Market, the campus of the University of Leeds and so on. 
The video recording made during these walks was edited and uploaded to a 
website giving visitors to the site the essence of these daily happenings. 181 The 
author invited people to join and watch the episodes unfold from wherever they 
were in the world. 
B. 2 Artist Project Presentation and Analysis 
This project began with an idea from an architect of Italian Futurism (Futurismo) 
Antonio Sant'Elia (1888-1916) who held an exhibition of sketches and drawings 
181 The author created a website and allowed the audiences to review and upload the images and 
write the diary for Leeds daily life. The website linked YouTube as a bridge in order to watch and 
upload videos from the website. The website is: www. virtualurbanutopiadiary. com. 
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depicting the new urban architecture called "La cittä nuova" (1913) (The new 
city)182. The project utilises Leeds Free City Bus, as a way of mapping the city. 
The artist invited the audience to document their journeys on the Leeds Free City 
Bus route, using film and photographs, and upload them to the project's website: 
www. virtualurbanutopiadiary. com. Through this process the windows of the bus 
became the embodiment of a city gallery, and the photographs and images 
collected on the website, enabled the audience to tell their stories. The website 
acted as a space for the passengers to communicate, interact and feel part of a 
wider community. 
The homepage was linked to two parts, one was the history map, and the other 
was a future map. It brought together conceptual art and performing art through 
the concept of mapping on the net, and continued the project of observing the city 
and its people's life. 
182 Nuevo Tendenze Exhibition, Famiglia Artistica Gallery, Milan, May/June 1914. 
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Fig. 6-25 website: www. virtualurbanutopiadiary. com 
At first, the author set up two Macintosh computers in the School of Design at the 
University of Leeds (Fig. 6-26), and worked with the participants who took the bus 
using a mobile phone or a digital camera took photographs that recorded people's 
daily life in Leeds. The project was advertised around the university and in some 
other communities in Leeds in order to attract more participants to this project 
during the festival of "Situation Leeds: Contemporary Artists and the Public Realm 
05 07" which lasted for two weeks in May 2007. 
Fig. 6-26 "The Festival of Situation Leeds: Contemporary Artists and the Public 
Realm 05 07", exhibited in the School of Design at the University of Leeds, (14 - 
27 May 2007). Photo by Shih-yun Lu. 
The website could be accessed from the office, from home, from an Internet cafe, 
or anywhere in the city where access to the Internet is available. Participants 
could upload the images by mobile phone or card reader to the website (A mobile 
phone could be linked to Google Maps (Fig. 6-27.28). The required software could 
be downloaded to enable the phone could be used for this project). The concept 
of this project was that the Internet is borderless. There is no boundary to the 
geography of the view. `The Virtual Urban Utopia Diary' aimed to make and 
experience art that has more possibilities in order to extend art into a borderless 
territory. 
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Fig. 6-30 The bus stop's message and image page. 
The second link on the home page is to the 'Future Map' which provides a space 
that allowed people to look for a person with whom they had lost contact. The 
concept was that the future city-dweller may want to find someone he or she met 
in the past. Also, the market allowed the people to exchange anything, and the 
citizens of the virtual urban utopia used what was stored in their everyday lives. 
This project represents a particular site-specificity 183. The author attempted to 
think about new and different ways of presenting net art to the public in order to 
address the five research questions, which are all about the exploration of the 
relationship between physical/virtual sites. 
However, two problems arose. Firstly, exhibiting Internet site-specific projects on 
online computers in a gallery space ('white cubes') was really problematic. For 
accessing this Internet site-specific project which the author called 'digital land art' 
there is no specifically developed interface, but the visitor uses normal, everyday 
browsers and software. In the exhibition, everything that surrounds the art work, 
the monitor, the keyboard, the mouse, and the white pedestals on which the 
computers and the monitors are displayed, all add a sculptural touch to the project 
basically had nothing to do with the work 'exhibited'. When the visitor comes to 
this non-traditional exhibition ('white cubes'), the outcome of the exhibition 
remained in doubt: What are the differences for the physical site when it engages 
with the visual information received from the virtual world? Was it necessary to 
travel all this way just to see this project that could also be accessed from the 
computer at home? 
'"' In terms of 'Site-specificity' means that a work has been conceived for a particular place and a 
site-specific' work is organically connected to its environment, it could be a street, a building. a 
landscape etc. The context provides the conditions for its functioning. Net art is embedded in the 
specific possibilities that the medium Internet offers. 
1 41) 
Secondly, the author attempted to present this project in a other ways, for 
instance, by organising workshop-like events. It was found to be difficult to explain 
to the audience what the workshops were about, and what the conceptual art was 
that was embedded in the project. The visitors also could not overcome the 
technical problems if they were unfamiliar with computers. Virtual sites were less 
attractive than physical sites (that can be touched and felt) by visitors 
The author however persisted in trying to find a new form of presentation of Net 
art that differs from the 'monitors-in-white-cube' installations, using the somewhat 
crude distinction between `Internet' and `physical space site-specificity'. Hoping to 
address the primary aim of this project, that the Internet site-specific project or 
'digital land art' project, in favour of developing clusters of nodes on the net, 
environments that are germane to the `nature' of this kind of work, extending art 
into a borderless territory. 
Another good example of this is Scanner++ (1998) by Blank & Jeron 
(http: //sero. org/scanner/) is a 'walk-on' scanner, developed for the exhibition 'body 
of the message' in Berlin184: 'real' bodies entered the virtual realm, their physical 
mass became information in order to 'trace of bodies'; which were globally 
retrievable and can be archived. In this project, their presented spaces were 
`nodes in the net', or net art clusters that obviously did not need a physical or real 
space representation. 
The author thought real space site-specific projects can be only experienced in a 
special place, be it a gallery space, be it somewhere in the street, in a public 
building etc. Both the 'Internet' and 'physical space site-specificity still have value 
and justifiably belong in the art realm. 
"The Virtual Urban Utopia Diary" project attempted to link the virtual (Internet) and 
real (physical) sites, using workshops to explain to the participants about the 
implications of the physical site engaged through visual information (obtained by 
'" See: http: //www. nbk. org/Ausst/Body/body. html 
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photography and video recording) with the virtual world, and in doing so, the 
author hoped to examine the form of dialogue that develops between the virtual 
site and the physical site within the creation process in Net art, whether presented 
in `white cubes' space or on the net. 
B. 3 Summary 
The primary interest in this project was the interaction of people with other people 
(not people with machines) via cyberspace and how through the manifestation of 
this interaction new experiences could be generated that allow us to further reflect 
on what are art interventions in digital communication and creative processes. 
The intention of this kind of Net art' in a site-specificity project - which began to 
investigate physical/virtual space and the art of exhibition was to situate the digital 
within the existing discourses surrounding art and Internet within contemporary 
cultural practice. 
These practices involved digitally-mediated communication spaces, a variety of 
multimedia modes and the Internet. The `Virtual Urban Utopia Diary' project was 
focused on a fusion between the virtual (Internet) and real (physical) sites. 
6.4 Conclusions 
The author has been primarily exploring the various aspects of the relationship 
between physical and virtual sites in the context of site-specific interventions in 
contemporary art. During the course of this research, the author's practical works 
have improved and progressed and taken inspiration from the literature review 
give in Chapters 2-5. In the analysis of the author's practical works it emerged that. 
while there is parallels between the practical works, undertaken through 
experimental art methodology and theory supporting it, and the written thesis, 
there are areas distinctly different to the merely pure site-specific art works. it 
is 
approaches to a kind of 'Interdisciplinary art' field. Enquiry through creative 
151 
practices enables multiple responses within the art works which communicate 
particular aspects of the theories discussed in this thesis. The written thesis 
supported a structured path, both serving to strengthen individual pieces and the 
research as a whole. 
Though these projects used the elements, space, time, media and practice. 
specifically the sites - whether physical or virtual - were fundamental to these 
works; it was the medium around which the installed elements were designed. 
These site-specific art projects were set in the context of `everyday life' as a locus 
for, and relevant subject for art. The artist and the art works were making a direct 
response to the issues of art. In this way, through the process of making these art 
forms: site-specific art, performing art, Internet art, video art and media art (the 
whole field of what the author calls 'Interdisciplinary art'), the artist forges a 
relationship between art and life. 
The main concern in this research is the interventions in two kinds of space in 
contemporary art. The physical public space allows for different kinds of 
interventions, ranging from activist ones to more aesthetically oriented 
approaches (similar to the public performances by Fluxus or the Situationists). 
However, interventions in virtual space often take place in simulated environments, 
which often support a wide space because of the openness of cyberspace. 
In virtual space, Internet art has expanded, challenged, and even redefined 
notions of site-specific art and supported the concept of Net art work. Net art 
works often take place in public spaces that offer enhanced possibilities of 
interventions into the social world and of archiving and filtering these interventions 
over time in an ongoing process. Networked activism and tactical response as 
well as artistic practice that merge physical and virtual space and augments 
physical sites are among the practices that are important to the impact of 'Internet 
site-specific art'. 
To sum up, all of the art practices in these projects developed an artistic practice 
I ;? 
integrating space into the work from a conceptual and design point of view. 
Discussing this concept of the site-specific artistic work as a starting point. the 
author attempted to explore interventions in both virtual and physical spaces, 
which were art interventions in spatial communication and creative processes. 
The author did not rely on merely theoretical thinking, but above all on 
experimental art method, and provided an impetus for concrete solutions via 
site-specific art interventions, performances, installations and participation 
projects. 
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Chapter 7 Conclusions 
7.1 Summary and Conclusions 
The aim of this practical based research has been to look beyond limiting 
perceptions and to define new ways of looking at interdisciplinary practice in 
site-specificity through both physical and virtual sites. In order to justify the use of 
the experimental art method to address the key questions of this research, it was 
important to first study the theoretical background of spatial concepts considering 
physical space, painting space, cyberspace, and the historical development of 
new media art work to inform the theoretical approaches of Chapters 2 to 4. 
For this study, art works of site-specificity in both physical and virtual sites created 
in three distinctly different sets. Selected art works and exhibitions were analysed 
using the framework of the experimental art method. The study of the spatial 
concept in the context of both physical sites and cyberspace, as illuminated by 
theoretical studies concerning site-specific interventions in contemporary art 
enabled the author to develop the practical works. The methodology involved a 
creative process of making appropriate art works and exhibitions and 
understanding the relevance to the author's practical works of current issues in 
contemporary art using new media. It was, therefore, important to study the 
development of new media art works by contemporary art artists, particularly in 
relation to installation space. This is addressed in Chapter 5. 
Technological convergence and interdisciplinary co-operation have come to the 
fore in the new century. Within our global culture, artists employ many new 
technologies and incorporate elements from different artistic fields to create their 
works. The development of digital tools stimulates people who have never had 
artistic academic training but are able to make artwork by using new media such 
as photography, video, the Internet, etc. To this extent, art has become more 
accessible to everyone. 
1 54 
It is an important part of human history to consider how science and technology 
interact with art. The changes in the styles of art result in different types of thinking. 
Certainly there has been a change in artistic creation that corresponds to the 
change in art performance and style that has arisen out of the spread of science, 
technology and media, and this has caused art to change the logic of its 
construction. 
New media art is a recent term that is needed because of the development of 
information technology and the Internet. The consequent convenience with which 
images can be easily moved, duplicated and accessed make it different from 
traditional media art, such as film, television, and photography. In new media art, 
artists use new technological tools and networked communities to explore works 
that have digital content. Reflecting general changes in this information age. 
On the one hand, the artists have moved away from the limitations of traditional 
methods, they use different materials and media, combine a range of art types in 
their works. On the other hand, the artists have moved away from the limitations 
of the aesthetic notion, and moved back to the current activities of society, culture, 
and politics. They pay attention to integrating their art with other disciplines, and 
work with the social humanities. 
The new media artist tends to break free of old boundaries and uses this liberation 
to correspond with other disciplines. Contemporary artists make efforts to find 
influence in society and culture, and create dialogues between time and space in 
'interdisciplinary art'. 
The author's art works could be described as `interdisciplinary practice' (as 
described in this thesis). This combines research and studio practice within a 
context which aims to provide a critical forum for exploring site- and 
debate-specific forms of institutional critique. This art practice encourages 
site-specific art works to be examined through the theoretical analysis and 
the 
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creation processes of other academic disciplines, hence the term 'interdisciplinary 
art'. Within the typology of art `interdisciplinary art' is linked to various notions and 
different aesthetic ideologies and it falls within contemporary art which is 
characterised in part by its representation of multi-aesthetic performance 
'Interdisciplinary art', through the writing and the making of visual art works in this 
research, has enhanced both the author's practice and the way she makes her 
site-specific art works set in both physical and virtual sites through each 
experimental project. It has also highlighted four elements - space, time, media 
and practice. 
(1) The author's practice: 
The author's art works were based on the site-specificity from which they evolve. 
Initially, the author chose a space within the specific site using both physical and 
virtual space and created site-specificity based pieces, which were related to 
people's daily life space and its surroundings. 
The author's approach in `site-specific interventions' was that practice does not 
solely involve a presentation of techniques but is also based on a concept. 
Whether it is performance or installation based, or presented with using a 
combination of both, the determinants of the intervention are: the influences of the 
space, the notion of time, the blurring of boundaries between various media and 
techniques of using self-creation and implementation through each work. 
(2) Four elements: Space, Time, Media and Practice 
" Element 1: Space 
The author spent time experiencing space, establishing new roots, and new 
connections with the environment. These were subsequently explored through 
her art works. Site-specificity provided the opportunity to create art works 
that 
i -; O 
evolve from a dialogue between her and the space 
The signification of the art work rests not only within itself but also in the context 
from which it evolved. Using the city as an art work site also enabled the author to 
escape the conventional formality and austerity of art galleries and museums (the 
projects of "Daily Life as an Art Practice" and "Virtual Urban Utopia Diary" 
presented in Chapter 6 clearly demonstrate this). The author found that placing 
the public in a non-gallery environment facilitated the absorption of the work and 
created new experiences. 
The author's art is in `exile' or in `hiding' from the gallery. It explored an energetic 
street-level mix between people's daily life, culture, and live performance bringing 
artists and audiences into contact with each other, and creating unexpected 
results. The author also found that placing the audience in these situations 
enabled them to appreciate the exhibits in a more relaxed and casual manner; 
providing them with real-time and real-space behavioural experiences that evoked 
human capabilities, reactions, and emotions ("Emptiness" was one of projects 
which prompted the audience's interaction with the art creation process, as 
exemplified in this study). 
0 Element 2: Time 
`Time' is present in author's art work at different levels. As her art work originates 
from recording daily life, defined as short-lived, temporary, and ephemeral. `Time' 
is also present at another level as an attribute of the live arts. This notion of 
`ephemerality' is obviously revealed within author's art work (the projects which 
the author produced often presented this theme; the video art project- "Diamond 
Sutra-four void" was a typically example. 
On the one hand, `installation' places an artwork in a specific site for a specific 
time (a specific duration at a specific historical time); especially evident 
in video 
art work. On the other hand, the time spent on site, developing ideas, 
is a physical 
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way to bridge the gap between past and present in the life of the space. 
Fundamental aspects of installation art work are its occupation of a physical site, 
and its breaching of traditional art boundaries whether they are visual, historical, 
or social. The aesthetic power of installation art does not reside in the 
commodification of an object, nor merely in representing the continuum of real 
experience by responding to specific situations. 
. Element 3: Media 
The author's use of media involves the blurring of boundaries- the mixing of 
gallery, lighting, projection, performance, words, found or made objects, sculpture, 
painting, video, photography, website etc., and the exploitation of the elements 
and techniques associated with the various media for specific purposes. 
The author did not restrict her practice to a certain type of media and remained 
free to decide to use any material. The choice of medium was often dictated by 
the space itself. The earlier installations included video and photographs, in which 
the author found that mixing different techniques and media together, which gave 
her more freedom to communicate. The author was faced with choosing which 
medium or techniques to use to convey a concept instead of trying to use a 
specific medium or technique in the best way possible to transmit an idea. In 
mixing elements in this way, the author attempted to uphold one of the most 
significant tendencies of the art of this century, the breaking of boundaries within 
and between media. Whichever media were used, the final product was founded 
on the interaction with the space. 
" Element 4: Practice 
For artists, practice evolves alongside the creation of a methodology for 
contextualising the arts. In the author's installations she found that the process 
becomes as important as the finished product, it dictates the final form. The 
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discovery of a space and what it encloses is her inspiration 
The author has found that asking questions about the process of the creation of 
art work was a necessary part of her practice (this experimental art method has 
been used throughout the project, as described in Chapter 6). Furthermore, the 
author also found interactivity to be an important part of her practice: the 
interaction between the creator and the space, interaction between the work and 
the audience, and interaction between the works presented (for example 'A Scene 
of Mind' and the `Buddha Box' projects). The author believes that art works are 
fused to the exploration of the inner self and the environment, and they allow the 
spectator to react and become conscious of a particular concept. In order to do so 
the works need to be accessible to the public; because decisions concerning the 
time, the place and the situation in which the art is expressed are made by the 
artist and audiences they are entirely in control of the art's presentation. 
This methodology gave great freedom to the author. This is a completely contrast 
to museums and galleries where a curator decides everything. 
The ephemerality of the work raises issues concerning its distribution and 
reaching a wider audience. The author, therefore, looked at ways to document her 
events preserving an idea of the real experience. 
It was found that site-specific art at physical sites can be duplicated and 
documented by the use of digital technology, and can then be transmitted as a 
particular mix of physical and virtual sites by utilising Internet as a medium. By 
making many reproductions it substitutes a plurality of copies for a unique 
existence, and this is the principal finding of this research. This is in accord with 
the ideas of the age of mechanical reproducibility first introduced by 
Walter 
Benjamin in 1936185, which has been influential in the fields of culture studies and 
185 Benjamin Walter, The Work of Art in the Age of Mechanical Reproduction, 1936, translated in 
Walter Benjamin: Selected Writings, Volume 3,1935-1938 by Walter Benjamin 
(Author). Howard 
Eiland (Editor), Michael W. Jennings (Editor) Harvard U. P. 2002. 
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media theory. 
7.2 Implications and Further Research 
This thesis and the accompanying practical works, make a contribution to the field 
of contemporary art and the study of site-specificity. Although the spatial concept 
has become a prominent and interesting issue of contemporary art, specifically in 
site-specific installation art, the exploration of the new area of site-specificity in 
relation to a spatial context where both physical and virtual sites combine and 
merge is still new and undeveloped. It is intended that this research draw attention 
to this particular approach to the exploration and analysis of site-specificity and 
contribute to site-specific installation art history, and, more broadly, to the current 
debates on `interdisciplinary art'. The more in-depth analysis of 'site-specific 
interventions' - the art works presented in this thesis - has illuminated other areas 
for research outlined in below. 
An area for further investigation is the current particular site-specific art as it is 
related to the spatial practice of 'interdisciplinary art'. Site-specific art tends to use 
sculptural materials and other media to modify the way we experience a particular 
space. Site-specific art is not necessarily confined to gallery spaces and can be 
any material intervention in everyday public and private spaces. Here are some 
suggestions for further research that might be conducted in the future. 
(1) Art may incorporate elements in almost any medium to create an 
experience in a particular environment. Materials used in contemporary 
installation art range from everyday and natural materials to new media 
such as video, sound, performance, computers and the Internet. Another 
area for further research could be the analysis of the current influential role 
of Internet as the tool in the creation of art works in site-specificity such as 
Telematic art 186 and Internet site-specific performance. Site-specific 
'86 The term "telematics" was first coined by Simon Nora in the late 1970's to mean 
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performance frequently places importance on the elements music and 
lighting, and multimedia pieces often play a part in the show. The use of the 
Internet for site-specific performances is a currently debated issue in the 
area of site-specificity. 
(2) The Minimalist artists have tended to emphasise 'objecthood't8' in the 
spatial context. This concept, which creates a place with spirit and 
experience, allows `site-specific art' artists to change the role of the 
audience. The audience is not only viewer; its members are transformed 
into active participants. Another area for further research could address 
using the methodology of Empiricism and Positivism combined with the 
Zen concept as the central idea to build the art work's spatial concept. 
Positivism would be used to examine the questions that have arisen from 
the art work creation process. In contemporary art, which can be learnt 
from experience, `art is transformed by experience'. The implementation of 
contemporary art is a process of constantly learning and developing 
through experience by participating and being involved in the art work 
creation process. 
(3) The new genre of `site-specific art' set in both physical and virtual sites is 
not a dualism. This could be seen in relation to the Chinese philosophy of 
`Yin and Yang'. In `Yin and Yang', the human being must reach a state of 
harmony united together with nature and with the cosmos: this is not a 
dualism. This concept has been widely using in multidisciplinary studies as 
well as in philosophy, and has also provided much inspiration for the 
exploration of site-specifi city in relation to both physical and virtual sites. 
The conduct of further research would be into the relationship between 'Yin 
computer-mediated telecommunications, or remote, automatic transmissions of information. Nora, 
S. & Minc, A. L'Informatisation de la societe. Rapport ä M. le President de la Republique Francais. 
1978. 
"' The perception of 'viewing' the art work transferred from the object of the art work to the 
audience's participation and experience in the environment which is the so-called "objecthood". 
The idea came from: Fried Michael, Art and Objecthood, Artforum 5, June 1967: 12-23. 
Also in 
Minimal Art: A Critical Anthology, eds. Battcock, New York, 1968, pp. 116-147, cited from 
http: //www. geocities. com/contemporaryparis/friedartandobjecthood. html. 21/07/07. 
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and Yang' in relation to site-specificity as a philosophical debate in 
contemporary art. 
(4) It is important to address site-specifi city, process, time, body experience, 
and performance in the space. However, the question of what is the spirit 
of the place' (genius loci)? How to express the `the spirit of the place'? This 
is another area for further research, exploring the destruction of dualism in 
the `spirit of the place', asking what is the third space188 occurring in the 
spatial concept of site-specificity. 
Through the exhibitions and the accompanying thesis, the author's body of work 
has revealed some hidden aspects of site-specificity in contemporary art. The 
relationship of the space to the audience, - and with all the processes of artistic 
creation, culminating finally in a new cultural equilibrium for our visual 
environment - is an integral contribution to the main issues of this research. Art 
work, site-specificity, and audience participation as a working community have to 
become vital components of contemporary art, seeking a new synthesis of art and 
new media. Based on the study of site-specific art interventions in human 
perception, the phenomena of form and space were investigated in the spirit of 
each site, to arrive at an individual creative representation of the concept of 
space. 
This chapter has discussed this thesis and its art works indicating a number of 
insights which contribute to the study of site -specificity in contemporary art. The 
author will continue developing this research combining theory and practice, by 
188 According to Oldenburg'Ray's book: Celebrating the Third Place: Inspiring Stories About the 
"Great Good Places" at the Heart of Our Communities, Marlowe & Company, 2002, claims that 
"first" place as our home and those we live with. Our second place is the workplace - where we 
may actually spend most of our time. Third places, then are consolidated of community life and 
facilitate broader, more creative interaction. "The Third Place" is a term used in the concept of 
community building to refer to social surroundings separate from the two social environments of 
home and the workplace that third places are important for civil society and establishing 
feelings of 
a sense of place. 
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producing further projects and exhibiting art works which explore the nature of 
site-specificity. The further research suggested in this chapter are part of an 
ongoing study in contemporary art; the author will continue to explore and develop 
the complexities of the spatial concept in site-specificity through the various 
inspirational dialogues and exchanges offered by artistic creation in practice. This 
will offer scope for other researchers in the fields of contemporary art study and 
practice. 
l c, 11 
Bibliography 
1. Akhundov, M. D., Conceptions of space and time: Sources, evolution, 
directions. Cambridge, MA: MIT Press, 1986. 
2. Alexander, H. G., The Leibniz-Clarke Correspondence, New York: 
Philosophical Library, 1956. 
3. Anon, Cattalogo de la exposicion, EA- Genarali Foundation, Vienna, 1966. 
4. Arns, Inke, A Particular Site-specificity, or Do / Have a Good Reason to Be 
Here?, published in BE Magazin, Berlin, December 2000, cited from, 
http-//www. projects. v2. n1/-arns/Texts/Media/net-e. htm1.02/02/07. 
5. Ascott, Roy, in Mulder Arjen and Post Maaike, Book for the Electronic Arts, 
published by deBalie V2_, Amsterdam, 2000. 
6. Ayers, Robert & David Butler, Live art, AN Publications, 1991. 
7. Barthes, Roland, From Work to Text, in The Rustle of Language, Trans. 
Richard Howard, Berkeley, University of California Press, 1989. 
8. Bass, Jacqeline and Mary, Jane Jacobs, Buddha Mind in Contemporary Art, 
published by the University of California Press, Berkeley, 2005. 
9. Benjamin, Walter, Illuminations, edited and with an introduction by Hannah 
Arendt, translated by Harry Zohn, Jonathan Cape, London, 1970. 
10. Benjamin, Walter, The Work of Art in the Age of Mechanical Reproduction, 
1936, translated in Walter Benjamin: Selected Writings, Volume 3,1935-1938 
by Walter Benjamin (Author), Howard Eiland (Editor), Michael W. Jennings 
(Editor) Harvard U. P. 2002. 
11. Berry, Josephine, THE THEMATICS OF SITE-SPECIFIC ART ON THE NET, 
PhD thesis at the University of Manchester for the Degree of Art History in the 
Faculty of Arts, 2001. 
12. Bird, John, I Wish To Speak to the Despisers Of The Body: The Internet, 
Physicality, and Psychoanalysis, Journal for the Psychoanalysis of Culture 
and Society 8.1,121-126,2003. 
164 
13. Birringer, Johannes, Media & Performance, Along the Border, The John 
Hopkins University Press, Baltimore and London, 1998. 
14. Bishop, Claire, Installation Art, New York: Routledge Press, 2005. 
15. Blofeld, John, The Jewel in the Lotus, an Outline of Present Day Buddhism in 
China, published for The Buddhist Society, London by Sidgwick & Jackson 
Ltd, 1948. 
16. Borgmann, Albert, Crossing the Postmodern Divide, Chicago: University of 
Chicago Press, 1992. 
17. Brand, Stewart, Written on the Wind, Civilization Magazine, 1998. 
18. Brockett, Oscar, G., The Theatre: an Introduction, Published by Holt, Rinehart 
and Winston, 2nd Edition, 1969. 
19. Broeckmann, Andreas, 'Are you online? Presence and participation in 
network art', ars electronica '98 Festivalkatalog, Springer Verlag, Wien/New 
York, 1998. 
20. Bryant, Rebecca, Minerva - An Internet Journal of Philosophy 5,138-155, 
ISSN 1393-614x, 2001. 
21. Buchloh, Benjamin, L'archeologie du spectacle de James Coleman, centre 
Georges Pompidou, 1996. 
22. Cage, John, Sounds of the Inner Eye: John Cage, Mark Tobey and Morris 
Graves, University of Washington Press, 2002. 
23. Calderon, P. de la Barca, The surgeon of Honour, Life is a Dream, Three 
Judgements in One, translated and introduced by Gwynne Edwards, 
Published by Methuen Drama, London, 1991. 
24. Canter, V. D., The Psychology of Place, The Architectural Press LTD., London, 
England, 1971. 
25. Carasso, Roberta , 
Shedding a light on art: Cinematographer and artist Scott 
Snibbe creates art without boundaries, Irvine World News Online Edition, Nov 
20 2003. Cited from, 
http: //72.14.203.104/search? q=cache: ER 1 aGp3-5bkJ: www. snibbe. com/pres 
s/html/irvine_2003_Nov_20. htmI+Abstract+Expressionists%2Bthe+nature+of 
16S 
+Buddhism&hl=en&ct=clnk&cd=1.23/02/05. 
26. Certeau, Michel de, The Practice of Everyday Life, University of California 
Press, 2002. 
27. Christiane, Paul, Digital Art, Thames & Hudson World of Art, London, 2003. 
28. Conran, Terence, Terence Conran on Desisn, Coran Octopus, 1996. 
29. Crimp, Douglas, The Photographic Activity of Postmodernism, October, Vol. 
15, Winter, pp. 91-101,1980. 
30. Crook, J., & T., Learner, The Impact of Modern Paints, London: Tate Gallery 
Publishing, 2000. 
31. Deleuze, Gilles and Felix, Guattari, Capitalisme et schizophrenie. 2- Mille 
Plateaux, Lee Editions de Minuit, 1980. 
32. Demos, T. J., Rethinking site-specificity, Art Journal, Summer, 2003. 
33. Descartes, R., translated by V. Miller, Principles of philosophy, Dordrecht: 
Kluwer, 1983. 
34. Deutsche, Rosalyn, Evictions: Art and Spatial Politics, see especially chapter 
two, uneven Development: Public Art in New York city, Cambridge: MIT 
Press, 1996. 
35. Dewey, John, Art as Experience, Capricorn Books, G. P. Putnam's Sons, New 
York, 1958. 
36. Dubs, Homer, The History of the Former Han Dynasty, Baltimore: Waverly 
Press, vol. 1, pp. 181-183,1938. 
37. Duquet, Anne- Marie, Dispositifs, Video, Communications 48, Le Seuil, pp, 
221-242,1988, 
38. Einstein, Albert, on the Electrodynamics of Moving Bodies, 1905, cited from: 
http: //www fourmilab ch/etexts/einstein/specrel/www/. 09/06/07. 
39. Einstein, A., Relativity: The Special and the General Theories. (15th edition) 
London: Methuen, 1954. 
40. Ernst, B., The Magic Mirror of M. C. Escher. Random House: New York, 1976. 
166 
41. Everett-Green, R: Computers and Information Systems: Special Report. 
Britannica Online, 1996, cited from, 
http: //www. eb. com: 180/cgi-bin/g? DocF=boy/96/JO2670. html. 06/04/07. 
42. Feld, Steven & Keith H, Basso, Senses of Place, School of American 
Research Advanced Seminar Series, 1997. 
43. Fineberg, Jonathan, Art since 1940 strategies of being, second edition, 
Laurence King, London, 2000. 
44. Flam, Jack, Smithson, Robert, The Collected writings, University of California 
Press, Berkeley and Los Angeles, California, 1996. 
45. Foucault, Michael, Of Other Spaces, diacritics, spring 1986. 
46. Fried, Michael, Art and Objecthood, Artforum 5, June 1967: 12-23. Also in: 
Minimal Art: A Critical Anthology, eds. Battcock, New York, 1968, pp. 116-147, 
cited from: 
http: //www. geocities. com/contemporaryparis/friedartandobjecthood. html. 
21/07/07. 
47. Fried, Michael, Art and Objecthood: Essays and Reviews, University Of 
Chicago Press, 1998. 
48. Fry, R., Cezanne: a study of his development, The Noonday Press: New York, 
1996. 
49. Gail, Gelburd and Geri, De Paoli, The Transparent Thread: Asian Philosophy 
in recent American Art, Hempstead, NY: Hofstra University and Bard College, 
1990. 
50. Gasquet, J., Cezanne, translated by C. Pemberton, London: Thames and 
Hudson Ltd., 1927/1991. 
51. Gebser, Jean, The Ever-Present Origin, (Noel Barstad and Algis Mickunas 
trans. Originally published in 1953). Athens, Ohio: Ohio University Press, 
1985. 
52. Geczy, Adam, AT THE LIMIT. - WILLIAM SEETO, by Art Asia Pacific no. 46, fall 
2005. 
53. Gibson, William, Burning Chrome, Eos, Reprint edition, July 29,2003. 
167 
54. Gibson, William, Neuromancer 20th Anniversary Edition, New York- Ace 
Books, 2004. 
55. Giddens, Anthony, Modernity and Self-Identity: Self and Society in the Late 
Modern Age, Stanford, Calfornia: Stanford University Press, 1911. 
56. Gleick, James, Faster. The Acceleration of Just About Everything, Vintage, 
2000. 
57. Glesner, Julia, Internet Performance as Site-Specific Art, cited from 
http: //people. brunel. ac. uk/bst/3nol /Papers/Julia%20GIesner%201nternet%2 
OPerformances. htm. 02/03/06. 
58. Godfrey, Tony, Conceptual Art (Art and Ideas), Phaidon Press, London, 1998 
Goldberg RoseLee, Performance art from Futurism to the Present, Revised 
and expanded edition, Thames & Hudson World of Art, London, 2001. 
59. Gowing, L., Cezanne: the early years 1859-1872, Washington DC and New 
York: National Gallery of Art, Washington in association with Harry N. Abrams, 
Inc.: New York, 1988. 
60. Graham, Dan, Video in Relation to Architecture, Video Feedback II, in Doug 
Hall Sally Jo Fifer. Illuminating Video, An Essential Guide to Video Art, 
Aperture, New York, 1990. 
61. Granet, Marcel, Right and left in China, 1929. 
62. Greene, Rachel, Internet Art, Thames & Hudson World of Art, London, 2004. 
63. Harrison, Charles & Wood, Paul, Art in theory 1900-2000, An Anthology of 
Changing Ideas, Blackwell Publishing, Oxford, 2002. 
64. Hockney, D., That's the Way I See It. Chronicle Books: San Francisco, CA., 
1987. 
65. Hogen, Yamahata (Daido), on the Open Way, published by Jiko Oasis Books, 
England, 1991. 
66. Hsiao, Ming-hsiang, Climax-The Highlight of Ars Electronic, National Taiwan 
Museum of Fine Arts, 2005. 
67. Huang, Tsai-lang, Pacquement Alfred et at. (eds), Catalogue of New Media 
Collection 1965-2005 Centre Pompidou, Taipei Fine Arts Museum, 
2006. 
168 
68. Hutchinson, Theo, accessibility, Sideshow publication team: Laura Elliot Tait, 
Jonathan Waring, Sideshow publication, printed by colour View, Nottingham, 
2006. 
69. Jones, Amelia, Body Art/ Performing the Subject, University of Minnesota 
Press, Minneapolis, London, 1998. 
70. Kant, I, Critique of Pure Reason, N. Kemp Smith translated, Basingstoke and 
London: Macmillan, 1929. 
71. Kandinsky, Wassily, M. T. H. Sadler translated, Concerning the Spiritual in Art, 
Dover Publication; Rev Ed edition, 1977. 
72. Kaprow, Allan, edited by Jeff Kelley, Essays on the Blurring of Art and life, 
Expanded edition, University of California Press, Berkeley Los Angeles 
London, 2003. 
73. Kaye, Nick, Site-specific Art: Performance, Place and Documentation, 
Routledge: London, 2000. 
74. Kaye, Nick, Art into Theatre, Performance Interviews and Documents, 
Harwood Academic publishers, 1996. 
75. Kendzulak, Susan, WORKING OUT TENSION; TAIPEI BIENNIAL 2004 AND 
TAIWAN PAVILION AT THE VENICE BIENNALE 2005, ArtAsiaPacific, NO. 46, 
fall 2005. 
76. Klein, Jennie, BEING MINDFUL West Coast Reflections on Buddhism and 
Art, PAJ 79,2005. 
77. Krauss, Rosalind E., Passage in Modern Sculpture, The MIT Press; New Ed 
edition, 1981. 
78. Kroes, P. A., Newton's mathematisation of physics in retrospect, Dordrecht: 
Kluwer Academic, 1988. 
79. Kubovy, M., The Psychology of Perspective and Renaissance Art, Cambridge 
University Press: Cambridge, 1986. 
80. Kudielka, Robert, Robert Kudielka on Bridget Riley Essays and Interviews 
1972 - 2003, Ridinghouse, November 
2005. 
81. Kwon, Miwon, Site Specificity and the problematics of Public art: Recent 
169 
Transformations at The Intersection of art and architecture, PhD thesis, The 
Faculty of Princeton University, 1998. 
82. Kwon, Miwon, One Place after Another, Site-Specific Art and Locational 
Identity, The Mit Press. Cambridge, Massachusetts, London, England, 2004. 
83. Lacey, H. M. The Scientific Intelligibility of Absolute Space: A Study of 
Newtonian Argument, British Journal for the Philosophy of Science 21, 
pp317-42,1970. 
84. Lefebvre, Henri, The production of space, translated by Donald Nicholson- 
Smith, pp. 283-284,1991. 
85. LeNoir, Nina Marie, Theatre and cyberspace: The contribution of the 
theatrical past to performance of the future, PhD thesis, The University of 
Texas At Austin, 1999. 
86. Levin, David Michael, The Opening of Vision: Nihilism and the Postmodern 
Situation, London: Routledge, 1988. 
87. Levy, Pierre, Becoming Virtual: Reality in the Digital Age, translated by 
Robert Bononno, NY: Plenum Trade, 1998. 
88. Lieberman Fredric, Zen Buddhism And Its Relationship to Elements of 
Eastern And Western Arts, cited from, 
http: //arts. ucsc. edu/faculty/lieberman/zen. html, 19/03/2006. 
89. Lipovac, Nenad, Space and Place, PROSTOR, Vol. 5, No. 1(13) , 
1997. 
90. Lles, Chrissie, Video and Film Space, Space, Site, Intervention, Situating 
Installation art, Erika Suderburg, Editor, University of Minnesota Press, 2000. 
91. Locke, John, Berkeley, George, and Hume, David, The Empiricists, Anchor, 
1960. 
92. Lowe, Donald M., The History of Bourgeois Perception, Brighton. Harvester, 
1982. 
93. Lukerman, E. F., Geography as a Formal Intellectual Discipline and the Way 
in Which it Contributes to Human Knowledge; in. - "Canadien Geographer", 
vol. 8, no. 4, pp. 167-172,1964. 
94. Lynch, K., What Time is This Place; MIT Press, Cambridge, MA, 1972. 
1 70 
95. Macleod, Katy and Lin Holdridge (editors), Thinking Through Art, reflections 
on art as research, Rotledge, London, 2006. 
96. Manovich, Lev, The language of New Media, MIT Press, Boston. London, 
2001. 
97. Marino, Melanie, Body as place: Vito Acconci's Gaze, PAJ: A Journal of 
Performance and Art - PAJ 61,21 (1), pp. 63-74, January 1999. 
98. Marranca, Bonnie, Performance History, Performing Arts Journal 192, 
115-120,1997. 
99. McKenna, Regis, Real Time: Preparing for the Age of the Never Satisfied 
Customer, Harvard Business School Press; New Ed edition, 1999. 
100. Morse, Margaret, Video Installation Art: The Body, the Image, and the 
Space-in-Between, in Illuminating Video: An Essential Guide to Video Art, ed. 
Doug Hall and Sally Jo Fifer, New York: Aperture, 1990. 
101. Mulder, Arjen and Post Maaike, Book for the Electronic Arts, published by 
deBalie V2_, Amsterdam, 2000. 
102. Newman, J. R. (editors), The World of Mathematics, New York: Simon and 
Schuster, 1956. 
103. Newton, S. 1, Mathematical principles of natural philosophy and his system of 
the world, translated by Andrew Motte in 1729, revised by Florian Cajon, New 
York: Greenwood Press, 1962. 
104. Norberg-Schulz, Christian, Genius loci: towards a phenomenology of 
architecture, London: Academy Editions, 1980. 
105. Nunes, Mark, Baudrillard in Cyberspace: Internet, Virtuality, and 
Postmodernity, DeKalb College, 1995. Originally published in Style 29, pp 
314-327,1995. 
106. OIdenburg, Ray, Celebrating the Third Place: Inspiring Stories About the 
"Great Good Places" at the Heart of Our Communities, Marlowe & Company, 
2002. 
107. Panofsky, E, Perspective as Symbolic Form, translated by Christopher S. 
Wood. New York: Zone Books, 1991. 
171 
108. Peltzer, Birgit, Vision in Process, October, no. 10: 107, fall 1979. 
109. Perry, Gill and Wood, Paul, Themes in Contemporary Art, Yale University 
Press, New Haven and London in association with The Open University. 
2004. 
110. Peuquet, Donna J., Representations of Space and Time, The Guilford Press, 
2002. 
111. Peuquet, Donna J., TIME, GIS AND HUMAN HEALTH; REPRESENTATION 
OF SPACE-TIME DYNAMICS, cited from, 
http: //geog. queensu. ca/h_and_e/healthandenvir/Finland%2OWorkshop%20P 
apers/Peuquet. doc. 25/05/07. 
112. Popper, Frank, Art of the electronic age, Thames & Hudson Ltd, London, 
1993. 
113. Purser, Ronald E., Management, presented the paper Cyberspace and Its 
Limits at the International Jean Gebser Society annual conference held Oct. 
22 in Chicago, cited from, 
http: //media. szu. edu. cn/Article/ShowArticle. asp? ArticlelD=2710.02/06/07. 
114. Relph, Edward C, Place and Placelessness, Routledge Kegan & Paul, 1976. 
115. Rosenberg, Harold, The Anxious Object, Art Today and its Audience, Thames 
And Hudson-London, 1965. 
116. Rush, Michael, New Media in Late 20th-Century Art, Thames & Hudson World 
of Art, London, 2001. 
117. Sandford, M. R., Happenings and Other Acts, Routledge, London - New York, 
1995. 
118. Schattschneider, D., Visions of Symmetry: Notebooks, periodic drawings, and 
related work of M. C. Escher, New York: W. H. Freeman and Company. 1998. 
119. Schopenhauer, A., The World as Will and Idea, cited from: 
http: //www. anqelfire. com/md2/timewarp/schopenhauer. html, 24/02/2007. 
120. Schostak, Jill, [Ad] dressing Methodologies. Tracing the Self In Significant 
Slips: Shadow Dancing. Volume 2, Addendum, 2005, cited from, 
http: //www. enquirylearning. net/ELU/Issues/Research/JRSaddendum. htm1. 
I 
16/05/07. 
121. Sharma, S. C., and A. K., Goel, Philosophy and Science of the Indian Lotus 
(Nelumbo Nucifera), archives of EnviroNews - Newsletter of ISEB India, 6 (1) 
- Millennium Issue - January, 2000. 
122. Shibusawa, Hiroyuki, Cyberspace and physical space in an urban economy, 
Papers in Regional Science, 20 August 1999. 
123. Sider, D., The fragment of Anaxagoras, Meisenheim am Glan: Hain, 1981. 
124. Simpson, Lorenzo, Technology, Time and the Conversations of Modernity, 
NY: Routledge, 1995. 
125. Stecker, R. (Ed. ), Bridget Riley: Selected Paintings, Hatje Cantz Publishers, 
2000. 
126. Steele, F., The sense of place; CBI Publishing Co., Boston, MA, 1981. 
127. SteIla, F., Working Space, Harvard University Press: Cambridge, Mass, 1986. 
128. Sterling, Michael Bruce, The Hacker Crackdown: Law and Disorder on the 
Electronic Frontier, published by Spectra Books, 1992. 
129. Suderburg, Erika, Space Site Intervention, the Regents of the University of 
Minnesota, 2000. 
130. Talbott, Stephen L, The Future Does Not Compute: Transcending the 
Machines in Our Midst, Sebastopol, Calf.: O'Reilly & Associates, 1995. 
131. Tchen, Yu-chiou, The Beauty of Contemporary Taiwanese Art, Council for 
Cultural affairs Executive Yuan, 2004. 
132. Teller, P., Substance, Relations, and Arguments About the Nature of 
Space-Time, Philosophical Review 100,363-97,1991. 
133. Tsai, Eugenie and Cornelia Butler, Robert Smithson, The Museum of 
Contemporary Art, Los Angeles, University of California Press, Berkeley and 
Los Angeles, London, 2005. 
134. Tuan, Yi-fu, Space and Place: The Perspective of Experience; University of 
Minnesota Press, Minneapolis, MN, 1977. 
17 ; 
135. Tyler, Christopher W. and Amy Lone, The Concept of Space in Twentieth 
Century Art, cited from, 
http: //www. ski. org/CWTyler_lab/CWTyler/Art%201nvestigations/C20thSpace 
/C20thSpace. html. 02/06/07. 
136. Violich, Francis, Identity: Key to Meaningful Place-making, The Case for 
Berkeley in: "Prostor", vol. 3, no. 2(10), pp. 201- 216,1995. 
137. Virilio, Paul, Speed and information: Cyberspace alarm!, In A. Kroker & M. 
Kroker (eds. ), CTHEORY, 18(3), 1-5,1995. 
138. Vredemann, de Vries, J Artis perspectivea plurium generum ... 
formulae. 
Gerard de Jode: Antwerp, 1950. 
139. Wallis, Brian Ed., Art after Modernism: Rethinking Representation, New 
Museum of Contemporay Art, New York, 1984. 
140. Wan, Jia-Jey et al. (eds), Taipei Biennial 2002: Great Theatre of the World, 
Published by Taipei Fine Art Museum, Taipei, 2002. 
14 1. Weil, S., The Need for Roots; Beacon Press, Boston, MA, 1955. 
142. Wertheim, Margaret, The Pearly Gates of Cyberspace: A History of Space 
from Dante to the Internet, New York: Norton, 1999. 
143. White J., The Birth and Rebirth of Pictorial Space, Faber: London, 1953. 
144. Xu, Yan, East St. Louis Action Research Project, University of Illinois at 
Urbana-Champaign, Background Research Reports, LA 437/465, fall 1995. 
145. Yampolsky, Philip B., The Platform Sutra of The Sixth Patriarch, New York 
and London, Columbia University Press, 1967. 
146. Yang, L. S., Les Aspects economiques des travaux publics dans la Chine 
imperial, Paris: college de France, 1964. 
147. Youngblood, Gene, expanded Cinema, New York: Dutton, 1970. 
174 
